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The Middle Byzantine period popularized and crystallized an ii 
the visual synonym for Easter. It was called “The Anastasis,”” which 
tion in Greek. ; 

The image of the Anastasis was interpreted by the Byzantine chur ch 
ment of a combined historical, liturgical, and theological importance. | 
were therefore diversified accordingly. In this respect it was not an exce 
took the same attitude toward the visual expression of the other major ff 
tological cycle. Still, the Anastasis stands apart from these relatives in t 
spects: despite the exceptional importance of its content—the Resurrectior 
ization of the Anastasis makes its appearance later than the other major Scene 
christological cycle. Also, contrary to the methodology followed in shap ing this 
Anastasis does not draw its subject matter from the text of the Gospels. 1 
of these departures raise important questions about the date and the ci 


year, promise fruitful insights into the rest of the cycle as well. 

The visual prominence that the Anastasis acquired through its associati 
of Easter is responsible in large measure for the attention the image has 
from art historians. Many of the formal aspects of this iconography have b 
its date and place of origin, its literary and visual sources, and its com 
But many aspects remain unsettled, while significant related evidence has 
even misinterpreted. 

This book will examine the appearance and evolution of this iconograp 
of the times that produced and developed it. The unconventional 
the Anastasis in the christological cycle particularly invite such an ap 
time, an iconography which achieved great popularity must have be 
the cultural and intellectual milieu that produced it, developed it, and c 
use it. Therefore, taking the Anastasis to be symptomatic of its c 
pations, I propose to reexamine its birth, growth, and disser nan 
of the eleventh century within the framework of the church in whos 
ished and whose context helped to shape the visual solutions 
this image. 
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ing with Adam. Artists selected ¢ dead, and robbed it of its captives, the dead, start- 

Selected to depict as the Anastasis that moment when Christ starts 


matter as “ch 
may be translated in its 
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(someone). 
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ense (from Qviorapor) meaning: standing 


the word ‘Avaotacts meaning ‘‘resurrec- 


he same time both to Christ's own 
f Anastasis as Resurrection 1s ac- 


graphy as the Descent or 


e chosen label Anastasis 
Christ into Hell, 


Ih the notes, cross-references are made in the form, 
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eae various languages see L. Réau, L'icono- tn (Och ee Scott A Greek. English Lex- 

‘art chrétien (Paris, 195), , $31. Fora short ford, 1968), w. avacracis 
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pulling Adam from the grave after defeating E ad ; 
on of ae is actually chosen for sioteales a 
ne oO i ivine i “a « 
by specving the commen 6 ge 
) the image as “Tov “Addy 
(fig. 44a).4 So the characterization of the i . 
Hades,” though alluding to the broad ie 
belongs, raises differaiivel atone dae ee 
belanieeiire expectations than either the general 
cific label “The Anastasis of Adam.” 

In their freque is mi jatiel r 
back to the Peter’ Mama, often ease a 
entitles this subject “"H eis a blige a be ase : 
earlier assertion about the validity seen t re nee a i 
in this document, as well as the a | Fs i ae eh 

; ycle of which it is part, belong toa la 
peg ae the number of scenes in the cycle and the numt 
scene. Thus, the cycle described in the Painter’: i 
includes the bodily rising of Christ, while the scene det a 
the binding of Satan and his demons by angels, a feature that does ni 
zantine Anastasis before the late period.® This suggests that the new title i 
the Anastasis forms part of the proliferation of its content at a later stage i 

Until now I have assumed that the inscription “Anastasis" —which fi 
panies this image in the Middle Byzantine period, and whichis a twin fere 
ily rising of Christ and his raising of mankind—acts as a catalyst for the tra 
message inherent in this iconography. If this assumption is valid, then 
that the narrative component of this iconography, far from concentrating on! 
rising, is instead concerned with the rescue of Adam from the land of the 
own Resurrection is not at issue either in the image of the Anastasis orn 
of the Descent into the Underworld. This aspect of the miracle of the Re: 
for granted. However, in both instances the opposite is true of the raising 
recognition of Adam by homilists as “the first created . . . and the first 
men”? makes his raising from the dead an act of re-creation on the part of t 


« Chloudof Psalter (Moscow, Historical Museum, * For example, the Anastasis 
cod. 129). fol. 63", Ps. 67:2. The idea is reiterated in Jet, La peinture du Moyen Age 
the second representation of the Anastasis, which il- 1957), 11, pls. 14-15. S. Rad 
lustrates Ps. 67:7, fol. 63" and is labeled “AAAy 1963), pl. 19. The Kiew 
“Avéurracis rod ‘A6Gy. A third representation of the scendant of the psalters 
Anastasis (fol. 82", Ps. 81:8) is labeled as “Andorages. similarly adds the motif of 
M. V. Shchepkina, Miniatiury Khludovskoi Psaltyn (Mos- _ traditional first type of. 
cow, 1977) group (Ps, 23:7, fol. 31% 

: Denys de Fourna, Manuel d'iconographie chrétiennte, 7 Pscudo-Epiphanius, In. 
A. Papadopoulos-Kerameus, ed. (St. Petersburg, PG, 43.4608. “6 ‘Abap éxeivo 
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*s raising is com a \ 
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to the message of the ! 5 
Christ, Adam, and mankind." — Pe iil Dei xcinie 
‘The position of the Anastasis in the O ics.18 Eseracat en 
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have seen, Moreover, the moment depicted 1s ambivalent in that the ,. ef Pie 
from complete. As a result, neither Adam, nor Christ, nor any of the dead ee : ‘ae 
departed from the domain of Hades as yet.'' This creates the peculiar gagtion, ‘ c ye 
scene in the christological cycle that refers to the Resurrection of Christ is taking place in 
Hades, during the death of Christ. The ambiguity in the clement of time in this image 1s 
important, for though the rescue of Adam constitutes visual proof of the promised Re- 
demption, it continues to be part of the time period of the three days and three nights dur- 
ing which Christ's body remained dead in the tomb, while his soul went to the Under- 
world.” Thus, the guarantee of Redemption starting here and now with Adam 1s 
simultaneously a statement on the works of the Logos Incarnate during the time of the 
Death of Christ. 

Wesee, then, that the image of the Anastasis does not operate within the standard chris- 
tological cycle in the same manner as the other scenes representing major events from the 


nten 


, similar key to the mes- 
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Ir differently about his Resurrection. 
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‘OwiAion (Thessalonike, 1959), 124. C. Mango, The der | aaa se gee ee ial he 
Homilies of Photius Patriarch of Constantinople (Cam-  (Freib ee eee bis zh Jaliriundert 
2 Agoda Also n. 3,100. ea i ' ea 889. Hereafter: Wilpert 
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after: er (Athens, 1939), 119-141. Here the Y Saturday previous to the commemoration of 
: + Karmires, nising of Christ on Easter Sunday. The Painter's 
© The dictionary of Suidas defined the word dix a sa of Dionysius of Fourna (n.1.5) reflects the 
Garam in terms of the raising of Adam » Same idea when grouping the scene of “The Desce 
dae Lexi ABA Ades Cetea as well. Sui- of Christ to Hades" aaa f**The Descent 
ee PZB. 1928), we dnd 5 es with the scenes of the Passion and 
grams. Also 11.6.105. not with those of the Resurrection. 
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life of Christ. This naturally raises questions about: 
this scene to the cycle, and about the circumsta nC 


as the feast picture for Easter. 





Morey" and Wilpert'* from the rgoos to the 1920s, as well as by 
Demus,"? M. Sotiriou,? and Xyngopoulos* in the 1930s. After 
Weitzmann continued and expanded his research,» in which he was 
lavaris.*) Other aspects of the Anastasis were published in the 1960s 
and in the 1970s by Schwartz,** Nordhagen,** and Davis-Weyer.*7 
add works of a more general nature that have made an effort to review th 
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Lange,” Schiller,” and Lucchesi Pall ee as 
‘There “8 also studies contributing © : 2 
stasis ali from specific monuments, suc 
7 docian frescoes.  Kosteckaja’s study © 
stasis at Cimitile,'* and many others. oe 
‘Until the 19308 atrention was focus¢ P sce 
This sought to 
: in the narrower sense to es 
“ea disentangle the iconographic motits added os 
i t came to include an effort ro establis ane 
hoa ba wt ting its iconographic anterypes and s¢ s 
ee i. pl ati ued through the fifties. During the sar 
corns actepyeantioe! -ycle included an in vestigatior 
i ieee fe a a pect that still attracts considerable attenuon. 
isi fi eycle, an as i a 
cep Bile gxsied he questions of the date and place of origin of this 
The sixties reopened and expanded on the q ‘ es cs his 
iconography, and the seventies have shown interest 1n specific asp 
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nographic development of the 
coral core of the Anastasis, 
ring the thirties, the 
al variants of the 


marily on the 1co 
blish the pic’ 
rer to this core. Du 
position k 
The examination of 
me time the grow- 


» of the role of the 


“T -stablish. Christ quite literally raises 
ved relatively casy to estab dhnis 
{ Baier tp ty the be foot the conquered Hades, 


by the hand, while trampling under 


Adam by pulling him up le 
4 who lata Adam's master until that point Eve usually follows Adam, raising he 
This central core did not remain unchanged. It gradually 


: hands in supplication to Christ 
; ame to include four major composition 
attitude toward Adam: 


al variants, each essentially determined by Christ's 


1, One of the carliest surviving types represented Christ leaning toward Adam in an et- 


7 fort to lift him from his grave (fig. 14a). 
2. Animportant variation brought about a contrapostal relationship between C ‘hrist and 
Adam, Christ continued pulling Adam out of the tomb. This time, however, ¢ *hrist 
strode energetically away from Adam and Eve (fig. 84) 

4, A third compositional variant focused emphatically on Christ, who was represented 

fully frontal, hands extended sideways, flanked by Adam and Eve (fig. 44b). 
4 The fourth type appeared later than the period we will consider here and was in effect 
: a combination of the second and third types. Here, Christ pulled Adam up while 


rolingio (Rome, 1976), 183-194. en 
J, Villette, La résurrection di Christ dans l'art chré- G. de Jerphanion, Une nouvelle province de l'art by 


z Les égli eC 2 5 

Oo Sse anti iglises rupestres de Cappadoce (Paris, 1925 

“4 heed ea 1942). 1-1, orf and 11.2, 391, Hereafter; Jerphanion 
2 Lange " EO. Kosteckaja, “L'iconographie de la résur- 


@G Shiller, Diet ers i rection d'aprés les miniatures du Psautier Chloudov,” 
ae ida christlichen Kunst SemKond, 2 (1928), 60-70. . 


1962), 70~77. 


. H. Belting, Di i SS 2 
tw. “Anastasis,”” ~ Belting, Die Basilica dei SS. Martiri in Cimitile 
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marching away from him. Moreover, now Chi 
raising for the first time both Adam and Eve 
87). 


Once these types had made their appearance, they contin 

The first three types had already been recognized by. Ailes 
was organized more clearly by Morey in 1914. The second | 
amined further by Weitzmann in 1936, who dated its appe an 
riod, and saw in it a revival of the compositional scheme of fera 
out of Hades, found on sarcophagi of the second and third cent 
interpretation has recently been contested by Schwartz, who propos 
type the triumphant imperial iconography of the emperor dragging a 
pears on medallions and coins dating from the fourth to the sixth cent 
Grabar proposed similar sources for the first compositional variant as \ 
formulated the hypothesis that this type of Anastasis synthesized two co 
which existed separately in imperial iconography. The one involve 
pling the defeated enemy, and the other his lifting the personification 
ince." 

The third compositional type was recognized by M. Sotiriou in the mid 
terely theological because of the organization of its figures.1°In 1941 yn 
the inspiration for this centralized Anastasis in the Easter Canon of John of 
therefore called it “the hymnological type.” On the other hand, Weitzmann pi 
1960 to call it “the dogmatic type.” The first type he called “the narrative 
second “the renaissance type,” reiterating his conclusion of 1936.°7 Moreoy 
the appearance of “the dogmatic type” in the Chloudof Psalter, Weitemanni 
second half of the ninth century, apparently considering this to be a prod 
donian period as well. The Morey-Weitzmann analysis of the first three typ 
supported by Galavaris who, however, refuted Xyngopoulos’ thesis after an 
view of its arguments.** ‘ 

The fourth and latest type was discussed by Weitzmann in connection witl 
biittel Musterbuch and by Der Nersessian in connection with the fresco a 
More recently, Buchthal traced its earliest known examples to Saxon m i 


Goslar region dating from the second quarter of the thirteenth century at 
4 





lier Byzantine sources.” 


s Also, Grabar, Christian Iconography, loc. cit., and » H. Buchthal, The 
“Essai sur les plus anciennes représentations de la and Its Position in the Art o 
‘Résurrection du Christ,’ * nrg. enna, 1979), rott. We 

M. Sotiriou, “Xpuooxéyryrov éreyorarar rou Bu- Quelle des Wolfenbirtler 
Cavrwov Moveeiov,”” 2926. S. Der Nersessian, “Pi ~ 

\* Weitzman, ‘‘Aristocratic Psalter and Lection- Frescoes of the 
ary,” 99. * Galavaris, Gregory, 73-77: (Princeton, 1975). 1M, 3 
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triumph of emperors were still in use.” 
This presumably implies a date in the late si Bea 
Grabar’s evaluation of Christ's twin pulling and trampling acue S Be aie y 
compositionally confusing. Nordhagen has recently carried this gg is Be ow 
attributing the synthesis to a broader renaissance movement of the seventh century. 


ever, Schwartz has presented equally carly imperial antety } 
tions. Although she refers only to the second compositional type of Anastasis, her zor 
types still manage to raise serious doubts about the basis of Grabar’s reasoning, even 
though they cannot specify any better the date of emergence of the Anastasis 

The other interpretation, which originated in the nineteenth century, links the date of 
this image with its literary sources. Millet had already asserted in 1895 that the text of the 
apocryphal Gospel of Nicodemus served as a source of inspiration for the iconography of 
the Anastasis.* The text, which had been published some fifty years earlier by Tischen- 
orf, tells the story of Christ's descent into Hades.** This assertion was considered to be 
$0 self-evident by art historians that it was not even discussed by them, while alternative 
texts were not considered seriously. Since the text of Nicodemus had been dated as carly 


* Below, 7off. 
© Villette, La résurrection du Christ, o8f 
i ree by u Hunger, “On the Imitation 
“el craad of Byzantine Literature,” though no Surviving example of the second type dates 
ss sh A a as earlier than the ninth century, the imperial models 
sehen by combining the twin pulling eee Schwartz raise at least the possibility of 
en Sie Grsherlindoce Gr unth century date for this type 
pling ecw impe~ “Gi 5 - 
‘al forthis twin action in connection with «0 “cra eed as 
ceo Neca ‘OSaiques de Daphni,”” 204 
dip vangelia Apocrypha, C. de Tischendorf, ed 
(Leipzig, 1853), 266~ rest 
et - * 3), 266-311. The Apocryphal New Testa- 
» MR. James, trans, (Oxford, 1971), 117-146. 
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Fesearch have produced a plethora of interrelated im- 
petial models for the first and second types, their 
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as the fourth century,+7 it seemed sensible to supp 
sixth century for this derivative image. One of th 
Venice that includes a representation of the Res 
the sixth century, clinched this theory.+* 

Most inconveniently, however, a number of problems | 
of each other in the last thirty years, which call for a re 
hypothesis. One of the problems is that the Apocryphon 
A study of the manuscript tradition of its text published by G. | 
showed that the first version of this text was composed some time 
ilarly, from an art historical viewpoint, the columns of San Ma 
highly problematic Italian works of the thirteenth century.s° Even 
Early Christian works—as has been suggested—the specific date ofits m 
indeterminate. So, even if the basic assumption of this school is accep 
would still have to note its inability to argue for a date earlier than A.D. 
gence of the Anastasis.*! 

There are various opinions about the geograhical origin of the ico} 
placed it in fourth-century Rome. But this opinion has long been refute 
been commonly considered a creation of the Byzantine East. Moreover, : 
century Baumstark proposed specifically a Syro-Palestinian provenance for re 
are no longer self-evident. This thesis was revived in the sixties by Lucch 
took it a step further by assuming the simultaneous existence of two different 
the first type of Anastasis in the East and West by A.p. 700. Accordingly, Ch 
the left of the viewer in the western variant, and to the right of the viewer 
variant. She illustrated the western version with the examples from S$. Maria 
14a, 14b), while she recognized the eastern Syro-Palestinian version in the 
reliquary (fig. 24g). However, Lucchesi Palli’s geographical classification 
only by the logistical problems it poses, but also by the results of a reex: 


ect 


© For a list of studies favoring a fourth-century (Prague, 1942), 104-113; reviewed 
date, see R. Murray, Symbols of Church and Kingdom der in BZ, 42 (1943-1949), 276-279: 
Cambridge, 1975). 325 n. 6. Also, Davis-Weyer, of the controversy, O. Demus, The 
“Die altesten Darstellungen der Hadesfahrt Christ,” Marco (Washington, DC., 1960), 16 
18of., and M. Alexiou, “The Lament of the Virgin in » Also, r4ff., and 29. * 
Byzantine Literature and Modern Greek Folk-Song,” » Grabar, L’empereur dans Vai 
Byzantine and Modem Greek Studies, 1 (1975), r24ft. E. Weigand, “Zur Dati d 

“ Morey, East Christian Paintings in the Freer Collec- von S. Marco in Venedig,’ 
tion, 46, 47, 49 listed the column in S. Marco asa 1949), 43sff. Lucchesi Pali, 
sixth-century monument vital to the understanding nen Christi aiif der Ciborii 
of the iconography of the Anastasis Venedig, 184 n. 320. 

# G. C. O'Ceallaigh, “Dating the Commentaries * A. Baumstark, 
of Nicodemus,” HThR, $6 (1963), 21-s9. This date 125. 
has been accepted by Murray, Symbols of Church and 
Kingdom, 321, 325 n. 6. 

© E. Lucchesi Palli, Die Passions- und Endszenen 
Christi auf der Ciboriumsdule von San Marco in Venedig 
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accuracies. ; 

Thus, Millet wrote in 1895 that the earliest example of Anastasis which includes the 
ist rom the frescoes of St. Sophia in Kiev dating from 1037.°7 Millet’s assertion 
ptist came p r 
was repeated by Morey in 1914," by Weitzmann in 1936,’ as well as by Xyngopoulos in 
1941. Weitzmann furthermore used the presence of the Baptist in the Anastasis miniature 
of the Phocas Lectionary to support a date in the late tenth century for the contrapostal 
Compositional type of Anastasis. In 1932 Jerphanion published a fresco from the New To- 
kali church in Cappadocia, which though partially destroyed, leaves no doubt about the 
— of the Baptist in it,” The exhausting discussions about the date of most ( appa- 
clan cl : , ee i 
ey explains w hy this valuable piece of evidence from New Tokali has 
been left out of the discussion of the Anastasis until now. 
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however, since more recent studies date this churc 
make the appearance of the Baptist considerably earlier 
Baptist 5 presence among the “Just” took a long time to ne 
did not become a staple of the standardized image before the el 

The ambivalent iconographic attitude toward the Baptist co 
tainty with which one comes to expect the figures of King Davi 
part of this image. The first dated appearance of the two biblical | 
Chapel of S. Zeno at S. Prassede in Rome (817-824, fig. 23),* wl 
dates the first appearance of the Baptist by over 125 years. Why, 
omon appear and become an essential part of the Anastasis so muc 
ust? It is hard to believe they are more evidently “Just” than he is, 
David and Solomon always appear in the Anastasis together? Thei 
mally an iconographic rarity, but the Anastasis canonized them ata 
part of the standardized iconography. Millet’s assertion that Solomon | 
Eve goes with Adam does not even begin to introduce the problems: 
uf and its ramifications in connection with the figures of the Baptist and 
in the Anastasis.” It becomes apparent that the collective characterization © 
dramatis personae in the Anastasis as the “Just” either ignores or confuses 
that arise out of their differences. 

But these are not the only motifs that raise questions. Eve's treatment is ali 
early examples do not consider her presence mandatory,” and even after 
the Anastasis prevails, Christ studiously maintains a respectable distance 
the Late Byzantine period when the last compositional type appears. The rat 
the handling of Eve requires an explanation. Also, the date and reason for’ 
Abel to the Anastasis have not yet been broached (fig. 80). on 

Other variations in the iconography have been observed but not evaluated, 
are relevant to the study of the image’s development. Hades, for instance, 
sented as an old man down on his knees under Christ's heel (fig. 14a); or sim 
tenebrae, the sheer darkness of the underworld’s abyss (fig. 17a); or as the 
both (fig. 85). Likewise, the defeat of Hades may be demonstrated by the s 
his prostrate figure by the broken gates of his kingdom and the scattered 
nails that kept the underworld secure and its prisoners safe inside (fig. 
tributes also undergo a slow but definitive change. In the early examip 
scroll (fig. 14a), while later he displays prominently a patriarchal cross, ¥ 
at times for stabbing Hades (fig. 85).°* i 

Both Christ's cross-staff and the broken gates of the underworld 
tenth-century innovations since 1914, when Morey tabulated the An 


See, 88-93ff. ® Millet, “Mosaiques de Daphni,” 208f 

“ For example, Eve is missing from the representation. of the Anastasis in th 
in S. Maria Antiqua. See, 7off. and 210ff. E 

“ M. E. Frazer, “Hades Stabbed by the Cross of Christ,” Metropolitan Museum) 










































GROUND 

incomplete and soon out of date. 
ore of the Museo Sacro dating 
uced by Wilpert in 1917, 
Je is out of the 


1, THE pACK 
" we 
rey's tables 
silver reliquary oe 
i was intro’ 
a Although this example 1s - 
she e can hardly be ignored in any dis- 
broken gates of Hades ap- 
ed extensively by Rosen- 


from the time of Pascal | (81 
resentation o ase 
jamonaeel eeitn; the cross held by ae nilarly, the 
ri ele aff moti in the Anastasis. Sin ) 
i t 7 24¢ / 
ron the Fieschi Morgan reliquary (hg: ae pte of the 
Day in tg2t and 1924." Although Rosenberg yidence itcon 
700 should be revised, itisseilla ion of this image unt ‘ 
of the Anastasis did not formally 29 without revising them. 


Morey repeated the conclusions of his i Be esnnation fs: 
isi till cited in recent lite 

Surprisingly, his work is 5 

the evolution of the Anastasis. 


ugh the classification o 
ap appa » easy to establish, 


elatively 3 
nography have proved r ) ; ee on 
Bl choadtietion of fundamental mots as integral parts of the g Pe ceca 
dat times misinformed. Asa result, the basic variants of these motifs, * g 
tent and a! i Pre — 
jcance, and the circumstances of their addition and dissemination are not clear. The wid 
, 


2 ae . aiaiis 
distribution of the surviving examples of Anastasis in terms of geography and media i 


partly responsible for these difficulties along with the f 
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Another problematic aspect of the image concerns the role of the Apocryphon of Ni- 
codemus as the literary source for the Anastasis. As we have already seen, if the text of Ni- 
codemus inspired the Anastasis, then O'Ceallaigh’s study also offers a terminus post quem 
for the creation of this image at ca. 600. Nevertheless, the underlying assumption for this 
terminus post isin itself problematic, since a number of motifs belonging to the image can- 
not be traced back to the Nicodemus text, and vice versa. 

Por example, the text consistently differentiates between the persons of Satan as the 
devil; and Hades as the ruler and keeper of the underworld. This distinction is not reflected 
co than Anastasis proper, although according to the text Satan is chained and 
i ‘ie y the angels, who then deliver him to Hades for safekeeping until doomsday. In 

Satlier stages, the iconography expresses no interest in cl 
trodden enemy is Hades or Satan (fig. 142). 
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ninth century, the chained figure of Hades appx 
his fettering by the angels does not become a moti 
Late Byzantine period, as already mentioned. Over; 
grees with the text of Nicodemus in word as well as in spi 
There are many more inconsistencies between the text a1 
is not mentioned in any of the three surviving versions of 
who figure prominently in the text, cannot be identified 
lous versions of this iconography. If, along with this sample ) 
into account that a number of motifs common to both text and 
the broken gates, bolts, and keys—appear in the Anastasis along 
then the argument that the text of Nicodemus inspired the image | 
weaker. In fact, the Late Byzantine Anastasis, as described and lab 
Manual, reflects the text of Nicodemus far better than the earliest e 
raphy. One wonders therefore whether the text was associated 
facto, used selectively to enrich the iconography long after the creation 
image. 
The story of the relationship between this text and the Anastasis has b 
plicated by the repeated assertion that this Apocryphon was illustrated ata 
cordingly, the image of the Anastasis was conceived as part of an illuminate 
cycle out of which it migrated to the various other contexts where we now 
proposition, though attractive, is very difficult to prove. Itis based on ath 
illuminated Latin manuscript of Nicodemus in Madrid, for which a Byz 
postulated on the basis of comparisons with Torcello and the Hamilton P 
However, the date and provenance of the prototype of this postulated mod 
question. Much more tangible are the conclusions of a study by Davis-Weyel 
structed the earliest known Nicodemus cycle as an Italian creation of the m id 
tury or earlier, This Italian cycle, however, does not offer leads for the recon 
similar Byzantine cycle. The ciborium columns of San Marco in Venice, ¥ 
bolster the existence of such an early cycle along with a pre-sixth-century 
Anastasis, have also proven to be late Italian works of problematic ance: 
mentioned.” 
Weitzmann is the primary exponent of this hy-  Darstellungen der Hadesfahre ee 


pothesis, For a review of his opinion, “The Selection Such a distinction is also ¢ 
of Texts for Cyclic Hlustration in Byzantine Manu- iconography, though its ¢ 
scripts,” 78 the context of the Anastasis, 

’ Madrid, Biblioteca Nacional, cod. Vitr. 23-8. dark winged creatured 
The only study of this manuscript was published at lustration of Ps. 67:2 on fol. 
the end of the nineteenth century by A. von Erbach- ter (the identification is 
Farstenau, “L'evangelo di Nicodemo,” Archivio Sto- companying the illustration 
rico dell'Arte, 2 (1896), 22§-237- 7 
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clear whether the liturgical transformation of ¢ 
means of individual scenes whose function straye 
pose, or whether the feast cycle as such represented a new 
often makes hard the evaluation of individual scenes such a 
mon to both christological cycles. 

Although it is fairly certain that the feast cycle was stabilized by the tenth century, the 
date of its emergence is uncertain. It is reasonable to assume the existence of transitional 
Gyeles, whose choice of scenes and principle of arrangement were not crystallized. It is no 
Casy Matter, though, to try to trace these experiments back in time. Thus, the prehistory 
oa Of the feast cycle remains unknown to a large extent and along with it the development of 
the function of the Anastasis within the christological cycle. 

Despite all these complications, both types of cycles converge at a point that has serious 
implications for the position of the Anastasis in the feast cycle. 
Scenes in chronological Sequence. This presentation m ; 
eyele, but for its liturgical counterpart, one might h: 
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material along hierarchical lines, or according to the 
would not have been unfounded, for by the tenth century th 
book has its lections arranged in this way. Thus, it does no 
feast of the Annunciation—the traditional opening scene | 
with the lection for Easter™—the most important feast in the 
determines the dates of all movable feasts in the church calendar 
arrangement of the lectionary text, in which the feast of Easter 
also spread to the cleventh-century liturgical edition of the homili 
zus (fig. $1).7 It is not surprising then thar the illuminated mai 
lustrate their opening texts—John t:1 for Lectionaries, and the F 
Gregory in the liturgical edition of his homilies—with the image of | 
suggests that the iconography of the Anastasis was fully established as th 
Easter by that time, since both these texts were prominent in its celebrati 
ing that this manner of projecting the importance of the feast of the An 
flected in the standardized self-sufficient cycle of the twelve feasts. Here 
narrative cycles, the first scene is ordinarily the Annunciation, while the Ar 
properly at the end of the Passion of Christ. | 
Thus, the feast cycle per se is never rearranged on the basis of Middle B 
lections for liturgical and hierachical order. Consequently, even though th 
zantine period stabilized the principle of subject selection for the feast cycle, 1 
to preter the earlier, more traditional historical system of arrangement by 
sequence. We find the Anastasis so placed both in the earliest dated christolo 
includes it, the Oratory of John VII in St. Peter's dating from the first decade c 
century (fig. 15), as well as in an example of the developed Middle Byzantine 
an eleventh-century diptych icon from Mt. Sinai.” The stable chronological 
the Anastasis in both instances bespeaks long-standing practice, which: 
Anastasis became an inalienable part of the christological cycle before the 
quired a concrete and definite shape. — 
The assertiveness of the Anastasis as part of both types of cycles has pro 
inomalies in art historical literature. For example, this consistent plac 
scholars to the fact that the so-called feast cycle was never organized along, 
lines. In turn, this economical attitude toward the feast cycle robbed th 
chance to become the image of images, just as Easter is “the feast of feasts’ 
Similarly, although there is no doubt that Byzantine artists considered th 
be an integral part of the cycles of the life of Christ, Miller's mo nun 
subject, L'iconographie de l'Evangile, did not devote a chapter to the Ai 
subject matter is not based on the text of the Gospels. Such realized an 
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Artistic production of Early Christian times shows a marked relu 
pictorialization of the Resurrection of Christ. As the Gospels chose 
describe this event, so early artists chose not to represent it directly. 
were open to them, and these were preferred and variously applied. 
lowed, however, eschewed questions persistently asked from the e 

specific circumstances of Christ’s rising, and his whereabouts previous 
during his death or during his “burial,” as texts often prefer to put it. 
sufficiently vital to the defense of church doctrine to be included and el: 
such writings as the Catechetical Lectures of St. Cyril of Jerusalem.’ But, 
mulated and disseminated by the early church about the Resurrection 
avoided in the corresponding pictorial answers shaped by the art of the ea 


THe PicToRIAL EVIDENCE 


Rather than illustrating explicitly Christ's rising out of the tomb, artists oft 
allude to it by depicting secondary events that confirmed the reality of th 
By far the most popular theme in this category up to the second half of 
is that of the Marys at the Tomb, better known as the Myrophores, It 
as early as the mid-third century at the Baptistery at Dura Europos,*a 






For a complete list and discussion of the New radjs,"" 1V.12 “Tlepi ris “Al 
Testament texts, see Kamires, 9-27. A. Grillmeier, Specific questions relating 
“Der Gottessohn im Totenreich,” Zeitschrift fiir kath- Gon of Christ are more e 
olische Theologie, 71 (1949), 1ff. J. Kroll, Gott und — chesis xiv, Darfouévuw, PG, 33 
Hille (Leipzig, 1939), ff. J. M. McCulloch, TheHar- here such issues a5 the no 
rowing of Hell (Edinburgh, 1930), 45-66. H.J. Schulz, dead body in the tomb, PG, 
“Die Hollenfahrt als Anastasis,” Zeitschrift fiir katho- this problem, Catechesis 
lische Theologie, 81 (1959), 13 33. 1025f. : 

> For discussions of the iconography of the Resur- — * A. Grabar, “La fr 
rection during the early period, Villette, La résurre- tombeau 4 Dura,” L’art d 
tion du Christ, passim. Grabar, Christian Iconography, Moyen Age (Paris, 1968), I, 5 
123-126. B. Brenk, Tradition und Newerung in der n 
christlichen Kunst des ersten Jahrtausends (Vienna, 1966), 
145ff. Hereafter: Brenk. 

» Cyril of Jerusalem, Catechesis 1v. Mepi 7a déna 
Soyparwv: 1v.10 “Ilepi oravpov,” 1v.11 “TMepi 
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a ue rp des Sinai mit der Darstellung des Chai- icosatrighy of shelisel t 
sae a RQ. Suppl. 30(Rome, 1966), 317325: Myrophores as “comparable to bh 
en Ne Monies of St. Catherine at Mount Sinai: fore a public authority.” The Ine 

i cons, Volume 1 (Princeton, 1976), no. 8.27: is represented on censers after 
ereafter Weitzmann, Sinai Icons. 1. rophores with two exceptions: cei 
bs epi Laudatio Marciani, 1.76, R. Foerster, fore the ere 
ae aime 1929). C. Mango, The Art ofthe Byzan- syricn et la série des. objets si 
Hc oe pire 312-1453 Sources and Documents: The Monza ampulla no. gand on) 
ape eet ae Series (Englewood Clifts, 1972), 68 ish Museum (above, n.2- 
pase he scene reconstructed here as the Resurrec- reverse of the ampulla 
ion should be interpreted as the overthrowing of the Myrophores. 
guards under the impact of the Resurrection. Here- » Athanasius, De® 

atter: Mango, Sources, }, PG, 26.1117, * 
" Above, n. 1.76. Seopa ro Ba ay 
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REHISTO 
of ul flashed forth the 


id, 1° where his so 


light of its divinity 


: in the underworl 
of righteousness 1n © Sites? 
destroyed the kin dom 0 owe jniature © 
wn ne be ie in the Crucifixion 1" a pears in the lower regh : 
This moti 2 ulchre of Christ, which ap ble explosion oflight bursting 
A.p. $86 (fig. 5)" ithe ened and visualized as a eg h rocess 
jon 1s un : ards in the . , 
Be or afthe rom overthrowing 15 three ea gu Ln during Christ's rising 
ae sai ing the overcoming 0} as a he Ca. 
A.comparable interest i cic of the fifth century on an Ivor} diptych in : . ms 
was expressed as early as the beginning Bese cite fombias relegated to Helower 
stello Sforzesco in Milan." The acsaraal eae Se jethe exploding light is ented: 
Eesti very. Sane mY aris who appear in the upper zone, and the 
Een i arrested gst ; aan shocking impact of Christ's rising. Sull, the 
nll al 64 explicit and better integrated than that of the 
message of the Rabbula miniature 1s more exp 


Milan ivory, although the intention 1s the same in both cia athe 

Iris not surprising that the description of the Resurrection s forc amend 
Sepulchre and its guards was elevated from an iconographic motif toa si : * ee 
bol of Christ’s Resurrection. Such an interpretation 1s possible for a small round bronze 
plaque once inthe Museum of Cardinal Stefano Borgia. This plaque, known to us through 
an cighteenth-century drawing, depicts the tomb of Christ, its door half-open, flanked by 
two guards who appear to have tumbled over (fig. 6). The single word ANACTACIC ap- 
pears above it.» The Bronze, which must have been reproduced more than once, illus- 
trates well the extent to which the image of Christ's tomb could become synonymous with 
his Resurrection. It is important, however, to evaluate this particular piece further. 

A closer examination reveals that the representation of the tomb has little in common 
With the usual representation of the locus sanctus as we find it on the ampullae and their rel- 
atives, Itis instead considerably closer to the round building on the upper part of the Milan 
ivory.“ Though schematized, the half-open door of the tomb is rendered in perspective 

John of Damascus, De fide orthodoxa, 1v, Pc, 
ete rr cen 
etal ele birt omnes eaio ema ig 
évous EAs rb dig” 4g Vavarou Kadn- 

" Theodore Aboucaras, 


fthe Rabbula Gospels written in 
r register, indicates 


limpact on the Holy 


» PR. Garrucci, Storia dell’ arte cristiana nei primi 
otto secoli della chiesa (Prato, 1880), v1, 126, pl. 480, no 
14. This bronze appears to be lost. Garrucci repro- 
duces it after a drawing of 1749 made by Garampi 


Opuscula, vc, 97.1469, Ee tipicce belonged to the Vettori Museum 




































PICTORIAL EVIDENCE _ 
- remains ee to its frame despite the small size 
on ivories offer i 
door becomes ee pee pe re pee : 
i ins its perspective rendering as a 
Myrophores mosaic at S. Apollinare Nuovo in Ravenna. By the! 
century this door is usually omitted. When included, as on Mon 
transformed to a diminutive rhomboid symbolically placed at the entr 
(fig. 7); or, it may be moved to the side so as to make room for the cr 
the case of a fragmentary relief in the Dumbarton Oaks Collection 
These factors suggest a date in the later fifth or in the sixth century 
bronze, and a provenance which, ifnot Western, is at least unrelated to P. 
guards flanking the tomb bear this out as well. Their bodies, shields an 
their legs compare well to the two soldiers of the London ivory, which 
Roman work. On the Vatican plaque, however, their treatment is more r 
diers’ bodies follow the outline of the tondo, thus encouraging the imp: 
have tumbled over, while the London ivory soldiers appear to be sleeping. — 
If this evaluation is correct, the inscription ANACTACIC on it is particularly 
This is the first instance in which the label “Anastasis”’ is attached to an ic 
scheme referring to the Resurrection of Christ. During the Middle Byzantir 
same word is used to label the standard iconograpy of the raising of Adam an 
of Hades. The use of the same label for the early Vatican example and the la 
image can hardly be a coincidence. a) 
The inscription ANECTIO + KYPIOC on the majority of the ampullae depicting 
rophores offers a clue. This inscription has already changed the word of the’ 
using the word ANECTI (sic) instead of HyépHy for greater emphasis, since comn 





Ross 1, no. 116. It should be noted thatthe possibility cow, 1977), 1, no. 92. Such acroteria alsod 
ofa forgery cannot be ruled out entirely inthe case of structure on the Dumbarton Oaks glass” 
the Borgia bronze which has been identified by Elbern as an 

\ |. Wilkinson, The Tomb of Christ; An Outline the Holy Sepulchre. Ross 1, no. 96. V- 
of Its Structural History," Levant, 4 (1972), 91ff., has _ frithchristliches Kultgefass aus Glas in’ 
argued that the image of the tomb of Christ on the ton Oaks Collection,” JbBerlMus, 4 
ivories “represents the artistic idea of a suitable mau- esp. 29ff, Age of Spirituality, no. $45. 
soleum.”’ He also analyzes here the evidence of the » In the case of Monza ampullano. 
ampullae. For a different reconstruction of the tomb, barton Oaks fragment we are 













talumines (Paris, 1964), 


el 





“ye (9) Wuxi ro Kupiov) rais tv oxdres Wuyais bv. Subsequently it was acquired by Cardinal Stefano 


tou (eae ae Borgia. The obverse represente 

rare, airais 18 ris 0 A ¢ epresented the cross-nimbed 

Yara, od els atrov roy Sasdthi un Sia bust of a bearded Christ. The head of Christ mark- 
coehiad ‘Abou Bawideiov naradédvxey,” ev, edly resembles the bust of Christ Emmanuel repre- 
ef Florence, Laurenziana, cod. Plat Bee tas: rin on the Onyx intaglio in Vienna, which dates 
C, Cecchelli, G. Furlan, M. Salmi, The Blac ~ from the sixth or seventh century. G. Bovini, “Os- 

ee {Olten and Lausanne, 1959). Ri oS  servazioni su un camme ‘Kunst 

; in CA, ts peer » Reviewed by A, Sera ! meo bizantino dei ‘Kunsthisto- 
paises } 3880, Also, J. Leroy, Les scum’ di Vienna,” Atti 1. Congr. Naz. Studi 


Bizantini. Ravenna 1965 (19) 
OP. cit., pl. 16a (above, n.2. 
$25, However, the Spiral rej 
Garrucci bronze compares 
Christ on the Dumbarto 


66), 39-42. Engemann, 
8). Age of Spirituality, no 

ndering of the hair on the 
better to that of the head of 
n Oaks amethyst intaglio. 


see D. Barag, “Glass Pilgrim Vessels from Jerusa~ 
lem,” JGS, 13 (1971), soff. Similarly, K. Weitzmann 
considers the tomb of Christ as it appears in the Rab- 
bula miniature as unrelated to the locus sanctus iconog- 
raphy and characterizes it as a Hellenistic tempietto. 
K. Weitzmann, “Loca Sancta and the Representational 
Arts of Palestine,"” DOP, 28 (1974), 42. The tomb on 
the Borgia bronze has only one acroterium. Such ac- 
roteria often figure on representations of the tomb of 
Lazarus, as for example on the incised glass disk 
found in Podgoritza, Albania, dating from the fourth 
century. Iskusstvo Vizantii V Sobraniiakh SSSR (Mos- 


seem, not so much with the door 
the “stone rolled away from the 
24:2). Above the cross on the 
ment there is a rectangular 

sions roughly 
rhomboid because it has 
tive. P. Underwood, “The | 
uscripts of the Gospels,” DOP, 
Also, below n.2.32ff. The | 
ment allows little doub 
rhomboid in both 
lated, though disti 

















































7 
AGE 


IM 
i. pREHISTORY OF THE 


oF Aor 
if ) Kupiov ove! 
errs TOV 
favors the phrase 9 weerro +KyRIOc Is OMY ON 
scene of the Myrophores A tomb with the inscriptior le for su 
ated pictorial version sion h we have no other example 
abbreviated. Therefore, even ibe th century, the roots of the standa 
e nin F : » 
inscription csiedeeina ries d back to this Vatican bronze. ie 
‘ae epigrammatic label can be trace vet of the word “Anastasis 
tine ¢pig! + ignor clear whether the conten -cription. It is also possible that 
eke {the common Middle Byzantine inscripno™: eine saviitus 

: f i c ehacis ‘ S Se s 

ipdemiical with that ot as a direct reference to the Anastasis Rotune 4 os 
inscripti itutes here ; ea ve this view: First, 
mibinsceipuon 5 Saleen 2 even though several considerations discourage - ae 
ist’ = of eT! y 
of Christ's ics b on the Vatican bronze is unlike the traditiona ee phy 
i of the tom : ae »s best with Western 
oh la il alem, Second, the Vatican plaque compares 
of the locus sanctus in Jerus ve Je not known to have been associated with de- 
works. Third, the single word “Anastasis’ 15 nc Id offer the best context for the 
icti f the actual Anastasis Rotunda, though this would offer 5 
ena Ee AGEN E . Even so, itis not possible to ascertain that the Vatican 
invention of sucha title inscription. Even so, 1€18 NO" } ae : 
: sanctus. Such a reference would strengthen the content 
inscription did notallude to the locus sanctus. Such 3 you’ £ : 
ji d with the material symbol of Christ’s Resurrection, even if 
of a portable object decorated with the material s} Bios 4 
its maker did not care, or know how, to reproduce a better replica of the Anastasis Ro- 
tunda, 

Nevertheless, the bronze plaque makes clear the extent to which the Early Christian pe- 
fiod could use the image of the tomb of Christ and its guards as shorthand for the Resur- 
fection. The strength and continuity of this symbol is attested by a number of post-Icon- 
Oclastic examples which continue to use it in a number of variations,*’ even though this 
symbol had by tha time lost a good part of its importance. 

During the early period other types of reference to the Resurrection were used as well 
These varied in their degree of abstraction and in their sources. For example, 
the age-old symbol of incessant renewal, was adopted w 
preted as a symbol of the resurrected Christ, and 


upiov.”* Inscribing the 
ep from Jabelling the abbrevi- 
ANACTACIC, which is equally 
ich use of the title 
rd Middle Byzan- 


i Eyepars 700 
ly one st 


* on this bronze 


the phoenix, 
ithout major alteration, inter- 
applied in a variety of contexts.*° We find 


Borgia bronze. The Mouif of the open door was also 
Used in the Bast, as witnessed by the Rabbula Gospels 


word hyépin, The word dvéoracns offers a more de- 


miniature, A different Opinion is expressed by Weitz a pte et vers 
a : P y ~  &yepous, which refers more t e idea of ning 
mann, Lova Sanicta and the Representational Artsof The p tHe idea'of awakening 


distinction was apparently intentional, as sug- 
gested by Anastasius Sinaites, Hodegos, pc, 89. 221 
Uthemann, 13.5.87-89; Mos) TabAos) @ 
pep TLETEpov Bavarov 
Tov Xpurrov Savarop, 
PWS Fpocreryopever,”” 


» 4%. Weitzmann chooses tO compare 








(6 amécroA0s Matos) zor 
Kolunow dvonaler, tov 6b 


Ov KotunoW, GAA Yavatov KU- 






evertheless, these 


exclusive. The Dumbarton 


bave be » 10C. cit., suggests this would 
u = the standard identification 
©r example, x 


"Ville, Chloudof Psalter, fol. 26°, 


La résurrect 7 
150f. F Breen On du Christ, 36ff. Brenk, 
or further bibliography for the phoenix as a 


28:6, Mark 16:6, and Luke 24:6 Use the 
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it in the upper part of the cupola of St. Geo : 


populated by four imposing angels.7 We also find 


floor mosaic at Huarte.* 

Roman passion sarcophagi, on the 
urrection, produced by the crossin 
the middle of their long side these 
framed within a victorious crown 
is planted firmly between two sol 





rection of Christ. 


An intermediate solution that combines the tomb and the cross of thes 
found on a fragmentary relief in the Dumbarton Oaks Collection dep 
ulchre (fig. 8).1" As we have seen, the door-leaf has been transformed into 
which, unhinged and flung out of position, hovers precariously in midair, leay: 
trance to the tomb open for inspection. Outside the now empty tomb one sees a‘ 
a trilobed base on the spot where Christ would have stood immediately after | 
rection.** The cross itself here replaces the person of the risen Christ. Ther 
figuration of the Resurrection is more explicit than the triumphant cross on th 
sarcophagi, since the sarcophagi do not specify the site of the miracle. Itis also 
ful owing to the combination of the empty sepulchre, the broken seal of Christ’s g 


and the powerful cross. 


Vikan believes that the addition of the cross in this representation of Christ's. 


symbol of the resurrected Christ, see M.-T. and 
P. Canivet, “La mosaique d’Adam dans l'église syr- 
ienne de Huarte,"’ CA, 25 (1975), 63, 0.54. 
H. Torp, Mosaikkene i St. Georgrotunden i Thes- 

saloniki (Oslo, 1963), 39 

* Canivet, op. cit., passim, figs. 4, §- 

” Grabar, L’empereur dans Wart byzantin, 241ff. 
Idem, Christian Iconography, 124- 

© Villette, La résurrection du Christ dans Vart chrétien 
du Ile au Vile siecle, 43f., prefers to interpret the cen- 
tral motif of the passion sarcophagi as an allusion to 
the victorious person of Christ. For passion sarcoph- 
agi sce H. von Campenhausen, Die Pasionssarkophage. 
Zur Geschichte eines altchristlichen Bilderkreises (Mar- 
burg, 1929). F. Gerke, “Die Zeitbestimmung der 
Passionssarkophage,’ Archaeol. Ertesitd, $2 (1949), I= 
130. M. Lawrence, “Columnar Sarcophagi in the 
Latin West,” AB, 14 (1932), 103-185. A. Soper, “The 
Latin Style on the Christian Sarcophagi of the Fourth 
Century,” AB, 19 (1937), 148-202. For a few exam= 
ples, see also G. Bovini, H. Brandenburg, Rom und 


other hand, chose ax t 
g of Christian and imperial icon 
sarcophagi present a cross ct 
- This traditional reference to 
diers resting at its foot.3° The triu 
between the two guardian soldiers clearly replaces the open sepul 
function of the cross is similar to the exploding sepulchre in the Ral 
both manipulate the image of the tomb and its guardians to refer to 




































Ostia. Repertorium der christlich-antiken Sarkoy 
F. W. Deichmann, ed. (Wiesbaden, 1967). 
* Lam grateful to Dr. Gary Vikan for 
me his notes on this piece. See also: 
“The Fountain of Life in Man 
pels,” orff., and V. Elbern, Der eucharisti 
frien Mittelalter (Berlin, 1964), 1208, figs. 
» Underwood, op. cit., 90, identifi 
Golgotha. Vikan gives iconographic p 
cross and base and for the placement o 
front of the sepulchre. He points out 
Perm silver-gilt paten in Lening 
V Sobraniiakh SSSR, i, no. 441), 8 
sers and a series of coins minted by 
Louis the Pious [Elbern, Der. 
hen Mittelalter, 124, fig. 114. 
Charlemagne. Ocuvre, rayon 
la Chapelle, 1965), nos. 12-17, 2 
barton Oaks glass chalice shoald 5 
to this list (n. 2-21). 










































construed as a twin reference to 
‘the = post-Iconoclastic parallel S 
open entrance to Christ's tomb aoe 
; theme of the cross as the Tree of Life r Pe 
The theme of Christ the Door, vs 
r metaphors. A relevant example is offe 
ius on Holy Saturday: “Christ ¢ 
- out of the gates of death. 
its" for “By the wood of the «1 
(of Hades)."»' Thus, the pictorial align 
to the tomb of Christ offers a successfu 


Given the fragmentary state of this 
pure allegory of the Anast 


stead the central part of the tra 


sixth- or early seventh-century church.” 


re ing this frag 
reflects the “life-giving” theme gh ee: 
5,0) However | 
to take this int 
is aligned h 
John 10:7 
d by the well-know'! 
he heavenly door has a’ 
You have made the en 
of the cross has Christ t 


lignment of the 
analysis of the means 


asis. Like the Perm paten 1n Leningrad, i 
ditional scene of the Myroph 


reference to the Resurrecuon was accepted as pi 


7 In addition to historical paraphrases and symbols, the e 





MAGE 
e since the cross can be 
of the risen Christ on 
f the cross and the 


ment. This is tru 
and the person : 

-onjuncuon 
Fee yest astep EaTEH er: sy the 

» with the theme of Christ the ! oor. 

i aap r itself to verbal and pictorial 
as te homily of Pseudo-Epiphan- 
rrived. - - - The Lord’s are the exits 
but he has come to make the ex- 


inces, be pita 
es own the woodless gates 


he Door broken d 


cross with the open entrance 


victorious ae ‘ 
and ends of Christ's Resur- 


a relief, it is impossible to tell whether it represents a 


t could have been in- 
ores. In either case, this indirect 


art of the sculptural decoration of a late 


arly period also used a number 






of antetypes that were believed to pledge the inevitability of the Resurrection. One of the 


most prominent is Jonah. The parallelism between the adventures of Jonah and Christ’s so- 













¥ As, for example, in the Chloudof Psalter, fol. 
78°. In this instance Christ stands on the doorstep of 
the sepulchre while David prophesies about the Res- 
{irrection according to the accompanying inscription. 
For other examples from the Psalters with marginal 
illustrations, below 131ff. Also, n, 2,32 

™ Murray, Symbols of Church and Kingdom, 320ff 
Underwood, op. cit., orf Underwood points our 
that from the seventh century on, the same life-giving 
qualities were attributed to the tomb of Christ as well 
‘(96f). Theidea is also supported by Elbern’s analysis 
of the Dumbarton Oaks glass chalice, which he dates 
‘to the end of the sixth century (above, 0.2.21), For 
the pictorial use of the motif of the cross as the Tree of 
Life, E, Kitzinger, “A Pair of Silver Book Covers in 
eran Treasure,” Gatherings in Honor of Dorothy E, 
Miner (Baltimore, 1974), 8ff, with previous bibliog~ 



































mowoat mapayéeyover’; and PG, 43.456 A> “dipas 
toddpous Gpas &k écrov, Kai miAas &EVAOVS TO EVAw TOU 
gravpod Xpurrbs 7) ipa Katakhacas.”’ 

* For a different pictorial expression of the theme 
of Christ the heavenly door, see the bronze relief on 
the royal door of Hagia Sophia in Constantinople, 
immediately below the mosaic of Leo VI. This dates 
from the sixth century and portrays an Hetoimasia 
below an arched Opening. The open book of the He- 
tolmasia quotes a rearranged version of John 10:7ff 
H. Kahler, C Mango, Die Hagia Sophia (Berlin, 
1967), 32, pl. 62. J. Engemann, “Zu den Apsis-Tituli 
des Paulinus von Nola,” JbAChr, 17 (1974), 45. The 
theme of the heavenly door is also discussed by 
Barag, “Glass Pilgrim Vessels from Jerusalem,” 
soft, where z 
pe ecu. as a discussion of the use of this 
irra ees others, see McCulloch, The 

© % + 104, 123f. For a different though 


‘pparently related use of this theme, Theodore Abou- 
ada PG, 97.1469. Also, 76ff. 

” For ‘ 
med reconstruction, see Vikan (e241). Hebe: 


that this panel functioned as 


part of the chancel 
Tofabema, or ofa baptismal 


I font. 


barrie 


tis associated with the iconography of 







































journ in the underworld had been drawn 
to homilists.3* For the same reason, the 
liturgical contexts with funerary overton 


the dead. Hence it was translated unto the walls of ca 
saics, such as the one found under the Old St. Peter's Ror 
tury. It also became an integral part of the Holy Saturday vi 


ment readings at least as early as the fifth century.4° The we 
this association# encouragin 


s g the depiction of Jonah onli rs 
round stone table in Constantinople, # : 
‘ Likewise, New Testament stories such as that of Lazarus were inte 
Christ's ability to defeat death. They were, therefore, treated like the: 
visual arts, and were also used for the decoration of catacombs, sarcop! 
ture, # and so on. Nevertheless, the story of Lazarus did not merely pri 
Christ. It almost guaranteed it, since it prefaced the Passion. Asa con: 
tion of Lazarus was at times linked with the Resurrection of Christ. This 
reference on the fifth-century ivories in London and Milan, which depict 
within a scene by placing it on the open doors of Christ’s sepulchre within thei 
tation of the Myrophores. The Raising of Lazarus thus confirms the message of 
rophores and the empty tomb. The presence of Lazarus on the doors of the tom 
of these ivories suggests that this use was not uncommon—in the West, at 
these two works represent different stylistic and iconographic recensions. 

A number of alternatives were thus cultivated by the artists of the early perio 
ence to the Resurrection. These ranged from pure symbols to a broad spectru 
logical parallels and to a small number of narrative historical substitutes. In all of the 
torial expressions artists chose to remain consistently and conspicuously on the p 
of their subject matter, since Christ, its protagonist, is glaringly absent from all 
His prefigurations, the loca sancta, and all other witnesses to the event can ha 
his presence and personal participation in his own Resurrection. The question th 


* Matt. 12:40. Also, n. 2.3. PG, 33-848 where the sof., 130ff., Charts a2, C2, Hereafter: 
body of Christ in the tomb is compared to the body «' For the reenactment of the Anasta 
of Jonah while in the stomach of the whale. weekly Service of the Eucharist, G. Dix, ” 

 J.M.C. Toynbee, J. B. Ward-Perkins, The Shrine the Liturgy (London, 1964), 282f% Re E 
of St. Peter and the Vatican Excavations (London, Great Entrance, OCA 260 (Rome, 1975), 
1956), 74, 99 n.26. For an interpretation ofthe theme also Canon 90 of the Council in Tru 
of Jonah in funerary contexts, see M. Lawrence, tended to regulate and enhance the sckly 
“Three Pagan Themes in Christian Art,” De Artibus oration of the Anastasis, Mansi, 11.981. 
Opuscula XL. Essays in Honor of Erwin Panofsky, + J, Ebersolt, “Sculptures 
M. Meiss, ed. (New York, 1961), 323-334. C. O- ares ree 
Nordstrom, “Some Jewish Legends in Byzantine fg. 2. Also, BZ, 23 (1914"% 
Art,” Byzantion, so (1955-1957), 487-s08. identified as a prothesis table by A. 
O. Mitius, Jonas aufder Denkmalem des christlichen AL- 
tertums (Freiburg/Br., 1897). 

« Jonah 1:14:11. G. Bertoniére, The Historical De- 
velopment of the Easter Vigil, OCA 193 (Rome, 1972), 
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graphic principle, an 


of the material remains 
represent an 1cono- 
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p THE os 2 
RETATION OFT srenot responsible for the 


Tue INTERP - 
Jude that accidents of survlV 


sons to cone s to the latter p 
There are many 4 m images of the Resurrection "P Be incie 
absence of ae est consistently favor historica a se he London and Milan ivories 
tury, ran : ime. In the West, te celal ; 
2 eae eriod of time. OP 3 itions of St. Sergius 
amine fee eaieace Nuovo parallel the eastern solu The same is true 
i ic at S. Apo’ . » censers. The sa 

along with the mosatc a a » ampullae, the rings. and the ce . eee 

at Gaza, the Rabbula Gospels, the amp b of Christ, which can 


b - theme of the tom 
for the use of ymbo nd allegorie: »d on the theme © fa 
<n cifyi - examples indicate 
‘ e 3 {the Resurrection without specitying them. Alle p 

allude to the dynamics of the 


ence of C at his own Resurrec- 
willingness to deal with the crucial presence of Christ aie 
7 Pr y SO oT 
‘sie a oof of its reality. The acceptance of ancient symbo Fe 
. ooaiphtel fi ‘ ‘ s) reflect the same re- 
ach as the ests; and prefigurations (such as Jonah and Lazarus) re 


serve, 
Moreover, the represen' 


ently of the source of patronage, : 
is alluded to, Christ is equally absent in official church art (S. Apollinare Nuovo and St 


Sergius at Gaza), in aristocratic art (the ivories, the sarcophagi, and the gold marriage 
Tings), and in folk art (the ampullae, and probably the censers and the Vatican bronze). The 
Context may be strictly liturgical (the stone prothesis tables), funerary (the catacombs and 
the sarcophagi), commemorative (the ampullae), or just simply personal with phylacteric 
Overtones (the marriage rings, some magical bracelets, and probably the Vatican bronze). 

Finally, the same reserve is expressed in christological cycles, which unanimously reject 
adirect figuration of the Resurrection of Christ up to the time of Pope John VII (705-707) 
These may be extensive life cycles (S, Apollinare Nuovo) or P. 
the sarcophagi). They may be abbreviated cycles with no int 
‘quence of events (as is possible for the ampullae and the 
breviated cycles adhering more or less Strictly t 
the eid of Christ (the marriage rings, 
leet that the unequivocal exclusion of a direct or literal 


Visual arts up to the second h e ae 
| urre alf of the seventh cen- 
tury is nor due to coincidence, but to conscious choice. The 


art of the seventh cen-~ 
pictorialization of 


tation of the person of Christ 1s continuously rejected independ- 
function or usage of the work in which the Resurrection 


assion cycles (the ivories and 
erest in the chronological se- 
Sancta Sanctorum panel*#) or ab- 


0 the chronological sequence of events in 
and the censers), 


fairly wide range of pictorial 
nt a . 5 
€xts within which they appeared suggests, more- 


ind ihr Schatz (Freiburg/Br, 


s bibliography. + 1908), 113ff., figs. 59-61 


an 
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over, a widely accepted artistic policy whos 


plore this rationale leads to the corresponding iesanie 


The Written Sources ~~ 
It is conceivable that the absence 
riod reflects the reserve of the 


pel narrative. This assumption 


ative has, furthermore, led to the hypothesis 
ation of the image known as Anastasis with the text of Nicodemus. Accor 


date recently attributed to the Apocryphon has been proposed as the reason 
appearance of the iconography of the Anastasis.+5 Similarly, attempts have 
explain the image on the basis of the Apocryphon of Nicodemus, even 
does not lend itself consistently to this purpose, as we have seen. 4 
The Gospels, the Acts, and the Epistles are clearly reserved when deseribi 
pened to Christ after he died or how he actually rose, Although the reticence: 
matches the vagueness of the corresponding pictorial solutions, it can hardly a 
for their meticulousness, or for such features as the mandatory absence of Christ's 
at the crucial moment. It is more likely that the attitude of the official texts ene 
rather than inspired the chosen artistic solutions. The attitude of the contemporary 
tic literature provides the foundation for this suggestion.4® 
One would expect the Fathers to expound on the subject of Christ's Death and 
rection in a manner that respected the reserve of the official texts at least as muc 
did. Yet the exact opposite was true, and for very good reasons. 
As early as the beginning of the second century, the Fathers of the church int 
and gradually expanded on the subject of Christ's Death and Resurrection by intr 
the theme of his journey to the underworld, his deeds and aims there, as well as the m 
ot his rising out of it.47 In the process, contrary to the attitude of artists, Fathers and 
ilists made use of every last reference in the official texts, no matter how indirect or i 































vagueness of the New Testament on this matter was guided, on the one hand, by 
old Mediterranean tradition that often saw its divinities visiting the underworld, do 
the other hand, by such apocryphal literature as the Odes of Solomon. However, the it 2 


ai 

* Murray, Symbols of Church and Kingdom, 328f. Karmires, 27=$8; Kroll, Gort und Hote, m2 

“ Karmires, 49ff. McCulloch, The Harrowing of «As, for example, Eph. 4. which 
Hell, 87€. Grillmeier, “Der Gottessohn im Toten- Christ's descent to Hades or 1 Peter 4:6, wh 
reich,” 1=53, 184-203 lishes Christ's preaching in the ‘ 

© The carliest patristic reference to the descentof =” Kroll, Gott und Hille, 1838 a 
Christ to the underworld occurs early in the second » Ibid., 34ff. McCulloch, op. eit., 13 
century in the Epistles of Ignatius. For this and other 7.98. 
Patristic references: McCulloch, op. cit-, 83-130; 
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ibited by the art of the early period. The atti a siccitions. 
exhibited by deal been one among many const¢ er re, 
factor, though it might have doctrine of the Descent in a v ariety 
Secondly, the widespread use a ss ‘eonography ofthe Anastasis from the date 
texts detaches the problem Se onaitation was not necessary for the creation 
of the text of Nicodemus. I's ee dines there were already too many other sources at 
of the iconography of the ATrastAEIS, ; sncies between the Apocryphon and the 
hand which could have inspired it. The inconsistencie SEH: trucof the lack of 
carliest examples of this image agree with this suggestion. * he cae 
evidence for an illustrated Nicodemus cycle before the mid-eighth century. as 
The examination of the literary evidence has shown basically two things: The churc 1 
accepts and develops an elaborate story concerning the whereabouts and deeds of Christ 
during his Death and his forceful return to life. The church thus demonstrates a great deal 
Of interest in the story of the Resurrection, which it explores in conjunction with the theme 
Of Christ's Death. In contrast, church art refuses direct contact with all aspects of the story 
Of the Resurrection and is even willing to exclude the person of Christ from images de- 
Signed to refer to his own rising. Neither the Apocryphon of Nicodemus nor the New 
Testament can account for this consistently abstemious artistic attitude, which cannot be 
traced to the literary sources of the image of the Anastasis. 
50 there is, in fact, a dichotomy between the attitude of Early Christian theology and 
ieee art “Sian this theme, The effort to trace its causes must therefore follow 
re durse and examine the broader problems attending the pictorialization of the 
Hising of Christ. One of the possible alternatives is to adhere to the logic of the correspond- 
ing literary Sources. They do not normally consider the story OS ela eae 
from the broader theme of the Death of ee of the Resurrection apart 
fat of Christ and his sojourn to Hades in the course of 
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Nroll, Op. cit., 24ff, ORff., osif. at it Cabrol, DACL, “Descente du Christ aux enfers,” 
| Saal aed ss Idem, Les origines liturgiques (Paris, 1906), 238f- 
meee ie oe A. Swainson, The Nicene and Apostolic Creeds 
a Phrem, (London, 1875), 72.1. 
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INTERPRETATION ¢ 


the Passion. With this in mind ve 


: we will return to the p 
reexamine them froma different mt return eal 
ms 1’ 


The Abbreviated Christological Cycles 
Extensive narrative cycles, like those of S. Apolli 10) 
© cycles, - Apollinare Nuovo. 
nothing new at this point. The same is true of smaller ieee 
Passion cycle on the ivories in the British Musuem (fig. 1). In these 
rophores or the Chairete appear at the appropriate moment without ; 
might further our understanding, 


The opposite is true of several abbreviated life cycles, such as those 


2, the Sancta Sanctorum panel, the marriage rings (fig. 3), the magical 
and the censers. Here the Infancy of Christ is abbreviated into five or { 
miracles are excluded, while the Passion is condensed by the combination of 
ion and the Myrophores in most available examples. ‘al 
The iconography of these cycles is closely interrelated since it follows the sat 
of selection in the episodes it includes or excludes. Moreover, it has been as 
whole with the iconography of the loca sancta, bred and nourished in Palestine. 
this type of abbreviated cycle must have spread beyond Palestine by the middk 
enth century. This is suggested by its appearance on the gold marriage ri 
believed to come from Constantinople of the mid-seventh century or so.* | 
their attribution to Constantinople is not foolproof, there is a marked differ: 
the earlier cycles of the ampullae and those of the rings. The ampullae, and such 
relatives as the Sancta Sanctorum panel which probably originated in Palesti 
breviated cycle that does not develop chronologically. The principle of its organi 
not immediately apparent. On the other hand, the rings along with the censers 
this iconography on a chronological basis. Thus, they reproduce an ab 
whose sequence is historically accurate, even though all miracles are rigorou: 
The reason for this rearrangement is not entirely clear. Perhaps such histo 
was believed to enhance the beneficial properties of the objects on which 
peared.+7 In any case, it restored the chronological order followed in the ¢ 


no. 


logical cycles. 
For both the ampullae and the rings, the Crucifixion in com! 











ter, DACL, “Descente du Christ aux enfers,”” 693 ff. Also, Engemann, “Pi s 
* Weitzmann, “Loca Sancta and the Representa- im F. J. Dalger ha in 

tional Arts of Palestine,’ 33ft- sion of some uses 0 OEE: 
% Ross it, $9, no. 69. L Rochow, “Zu “hei 








* On the use of objects with such abbreviated volkerung bral z 
cycles as amulets, E. Kitzinger, “Christian Imagery: dt ee t 


Growth and Impact,” Age of Spirituality: A Sympo- 
sium, K. Weitzmann, ed. (New York, 1980), r51ft. 
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— rite together on the obverse of a faces of the ampulla (fig- 2). The 
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acai Pclow—" or each can occupy One ight have been based in this case on the 
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eta Dehaneity of the ewo loca sancta.” Howeve 4 i 
topographical prox . - ¢ beginning and its end. ae 
fete Passion by concentrating on 1ts SF sl plications the coupling of the “ape 
i i hronologtcs 3 -ausal relationship of these 
Beyond its topographical and ¢ sd to demonstrate the causal relationship OF 
ion and the Myrophores could also be used : of the chronological se- 
This aim seems to have prompted the 
two scenes. egister of the Rabbula miniatur Bi etxcacnof his 
i chaaeatehlit h the Crucifixion of the top register. tne 1mpé 
bepalchre pCa i aligned o " th int attack on the crucified Christ with the 
jon is vividly contrasted with the joint 4 : a 
Resurrection is eg arallel focusing of the two registers on these two antipodal 
ieee seong:. OP rrection as the inevitable result of the Crucifix- 
ifestations of Christ proposed the Resurrection « ; : 
frost. shairete to either side of the exploding sep- 
i es and the Chairete to either sic £ 
ion. The relegation of the Myrophores and the j Si 
ulchre reiterated this message and helped to consolidate the contrasting but complemen 
tary significance of the two registers along with their causal relationship. ' 
The standardization of this abbreviated historical reference to the Passion on the basis of 
the topographical, chronological, and causal association of the Crucifixion with the Res- 
Uirrection was not limited to the examples mentioned hitherto, but could also include more 
abstract pictorial variants of these two themes. This understanding lends another dimen- 
P g 
sion to the Dumbarton Oaks fragmentary relief (fig. 8). This work asserts the inevitability 
of redemption by laying the cross—the evidence of Christ’s Passion—over the open gate 
to Christ's emptied tomb—the evidence of the Resurrection. The passion sarcophagi go 
One step further by replacing the tomb itself with the triumphant cross, while maintaining 
the guardian soldiers of th b f e B 
| soldiers of the tomb at its foot, 
All these variations establish th 
at the 
comb : ined for the purpose of epitomizin 
tradition that aligned these two scenes a 
in creating a single powerful ima 
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The Crucifixion = 
The image of the Crucifixion was a relatively late comer in. 


nristi 


century London ivories offers the first example of this scene (fig. ). C) 
the cross, his eyes wide open, his body fully erect and entirely fi 
his Passion, even though at that moment Longinus is apparentl 1 
lance. The wide open eyes and the nigid body of Christ remain char 
nography throughout the Early Christian period. ‘ 
The peculiar intensity with which early artists insisted on Christ's unb 
glaring eyes indicates their desire to depict Christ unaffected by his C 
while Early Christian sources assert the Death of Christ on the cross, the 
riod reject its literal illustration producing a dichotomy, which parallels the 
between Early Christian sources and images of the Resurrection. It would seem 
the art of the early period circumvented the tepresentation of the Death of C 
cross, just as it circumvented the representation of his Resurrection. Given that 
of the Crucifixion and Resurrection formed a composite pictorial unit during th 
the problematic artistic attitude toward each of these two themes would seem to si 
the same, or from similar artistic problems. The Early Christian preference for t 







'K. Wessel, Die Kreuzigung (Recklinghausen, were accustomed to worship lifeless and dead 
1966). Idem, “Friihbyzantinische Darstellung der he himself became a dead image on the 
Kreuzigung Christi,” RAC, 36 (1960), 45-71. Idem, _ and breathed his last, in order that by this | i 
“Die Entstehung des Crucifixus,” BZ, 53 (1960), 95— _miliar to them he might quickly subject | 
111, J. Reil, Die frihchristliche Darstellung der Krenzi- own image.” Agathangelos, History of th 
gung Christi (Leipzig, 1904), passim. E. Sandberg Va- R. W. Thomson, trans. and COnLTARE 
vala, La croce dipinta italiana e Viconografia della passione 1976), 91f., 463, Ixxxvi. This peculiar p 
(Bologna, 1929). The History ofthe Armenians by Aga- psc ei: it ea a 
thangelos, which dates from the fifth century, in- thana literal reference to image | 
cludes an interesting passage possibly relating to the was translated before the beginning of th 
early history of the Crucifixion iconography: “Be- tury into Greek. La version grecque ancienné: 
cause he loved mankind, therefore he became like us, _ ménitent d’Agathange. Edition bi G. 
that he might bring us to abundance by the grace of (Louvain-la-~Neuve, 1973), 2021 pce 
his divinity, which is the will of his begetter. And he used ssn argue ae 
fulfilled his will. He glorified the saints by his own — Nicephorus = ne 5 
endurance, in enduring himself the indignity of afflic- Spicilegium So Se , = 
tion, death and torments, with his death and burial. ed. (Paris, 1852). 1, 5} 
Because men loved to worship images in human iconophile florilegium attributed 
; imself be- _ dicium (Vat. gr. 511), as well’as, 
shape, skilfully carved from wood, he himse! So Aodleciinen ake 
came the image of men, that he might subject to his itic res ‘he to of : 
own image of his divinity the image-makers and im- oe ee roan 

age-lovers and image-worshippers. And because men Sul $ 
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fion. The context renders unnecessary Pt hores are better suited as a reference ats 
the Resurrection, since the ensuing Myrop’ rinterprets the widespread use of the cross as 
: i tion ove : a oe 
tits tr appenes her" aa xcessively its message with that of the historic al im 
i i 4s 5 c > a oe 
asymbol of salvation by identi ie exclusive interpretation of the image of the Cruci 
~age ofthe elaine , : demption fails to consider the inherent link of this 
i i redem 
ion in the light of the doctrine of reac : 
Rema : the christological doctrine as well. For, pa ve Be csc of Gol- 
ment, this is still a literal illustration of the person ot Christ crucifies eee 
ths Iris, therefore, difficult to accept that the theological doctrine which de ined : 
i s “TES o ~ * 
Missy of Christ is not even reflected in this image, whose idiosyncracies relate, after all, 
only to the person of Christ. . ee. 
This difficulty is redressed by the alternative interpretation of the iconography of the 
living Christ on the cross. This takes into account the christological problems that would 
have to be resolved before a realistic representation of the Crucifixion could materialize. 
Accordingly, Martin and Grillmeier have suggested that christological considerations pre- 
Wented carly artists from depicting the person of Christ dead on the cross.® Historical con- 
y picting the pi 
siderations support this contention. 
The period that generated and used the image of this strangely crucified Christ saw bit- 
, 8 gely 
oa over the doctrine of his two natures. The importance of these debates was 
not only by learned theologians but 
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“ Grabar, Christian Iconography, 132. The interpre- 
of the use of the Crucifixion as symbolic of the 
‘over death is taken a step further by Schulz, 


1956), passim. 
f i; Though referring to the trinitarian disputes, the 
Sa following well-known passage of Gregory of Nyssa 
So yalieadat = illustrates the mood of the dene “Everything is full 
’ eines os moe who are speaking of unintelligible things— 
Dead Christ on the Cross in ea Squares, crossroads. | ask how many 
H anid Mediaeval Studies in on th face to pay; in answer they are philosophizing 
Friend, Jr. (Princeton, 1954), sepa or the unborn; I wish to know the price 
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INTERPRETATIO 


that contemporary art produced by . 
important christological issues, and choose insteac 
bols of salvation, while actually representi , the 
dependently of the extent to which the church co; 
velopment of Early Christian art—an issue recently ; 
personal interest of artists to keep pace with the Most recent 
even if only to attract customers by avoiding the pitfalls of he 
visual evidence and historical co 


| evi ¢ mmon sense militate in favor 
peculiarities of the Early Christian Crucifixio: 


tological disputes. This interpretation is furth 


of the lengthy christological debate a recurrent source of aggravation a 
lowing question: How did Christ's suffering on the cross, his Death, 


scent to the underworld, and his Resurrection affect the definition o} 
tures and their interrelationship? 





The Theology of the Death of Christ 


The depth and significance of the complicated doctrinal problems relating to 
of the Death of Christ have been closely examined by Grillmeier.@ His anal 
fourth- and fifth-century theological exchanges illustrates well the vulnerabilit 
doctrine of Christ's two natures, the christological doctrine, when confronted 
doctrine of redemption and the necessity of Christ’s Death on soteriological 
A series of definitions and clarifications gradually took shape and by the late s 
eighth century the church had formulated its answers to the challenges of various 


These answers followed their own logic and met their own needs, as well as the n 
the times. 


The key to understanding the official church outlook is the premise that 
could not be achieved unless Christ's two natures were complete, perfect as v 
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‘The Son has been made out of nothing,’ Pc. © The following summary owes 
46.557, translated by A, A. Vasiliev, History of the sis of the theological development o} 
Byzantine Empire (Madison, 1961), 79. Anastasis by Karmires, 74-144. For 

Sister Charles Murray, “Art and the Early the gradual development of the: hi 
Church," JThS, 28 (1977), 303-346. Idem, .ebirth trine, see M. H. Shepherd, Jr., hi 
and Afterlife, A Study of the Transmutation of Some Pa- tral Problem of Early Christan “4 
gan Imagery in Early Christian Funerary Art. 8.4.8. In= Age of Spirituality: A Serene 
ternational Series, 100 (Oxford, 1981). (Princeton, 1980), 101-120. T 

“ Grillmeier, “Der Gottessohn im Totenreich,” the end of paganism ee 
passim. Idem, Der Logos am Kreuz. Though the latter ban of crucifixion asa - ‘ 
of the two works is weak from an art historical view- — stantine the Great Tee 
point, Grillmeier’s analysis of the theological issues emergence of pe ep eten's : 
arising out of the theme of the death of Christis most Moreover, he lopts fo 
lucid. On the same subject, see also Reil, Die frih- of the Early mee 
christliche Darstellung der Kreuzigung Christi, 1-35- on the cross (pp. 
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interpreted as y < ul went to the undery ane 4, all their 
é buried, and his human so stained, on the one hand, 
eae ia ‘ sth, both Christ's body and soul retained, 
from each other in dear, 
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ai H i e mea) 2 : ee « 
decisive conflict, er Be eeacesible As a consequence of the union of the two na 
i i . an ? / 5 
dsasnuteble, aoa body did not decay during its three-day burial and the soul 
Bpeedeaanbs tie fiuman Doty *hrist died and was resurrected according to 
delivered from the underworld. Thus, Christ die r : 
ce, 5 aspect of the doctrine of the two 
the official church doctrine without compromisin asp 
natures. , 

The formulation of these answers was not systematic. 
end of the seventh century. Efforts usually concentrated on rebutting current c 
rather than on creating a systematic exposition. Asa result many important aspects of the 
main christological problems surrounding Christ's Death were not dealt with until a rel- 
atively late date. 

One stich problem, for example, was the definition of the attributes of Christ’s human 
soul, Although the issue had been broached in the days of Arius early in the fourth cen- 
tury, the need to define it did not arise before the Council of the Three Chapters in the 
middle of the sixth century. Canon nine of this council defined the attributes of Christ's 
; a bade an connection With a reaffirmation of the doctrine of the two natures 
and in the context of his Death and Resurrection from Hades.7° 
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ieluncinters icine” 6 Daveros rection of Christ imperfect from the human view- 
"Anus had Suggested that the Logos took th mee endangering the perfection of the ensuing re- 
place of the human soul during death. This was te. Thieicich sGnillmeier, “Der Gortessohn im 
aay ae  _-Fotenreich,”” 36ff,), 
ever, sinceitreduced Christ to Logos * Mansi, 9.3 ') , 
ius complicated matters by ciles (Paris, 397-400. Also]. Hefele, Histoire des con- 
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of the sixth century no one questioned the 

Hades, and the Resurrection of Christ. The 

fered, who died, who descended, who arose well 
Similarly, although the question of the veil id 

time of his Passion and Resurrection had fiparee Be 

later in the fourth century, this aspect of coche 

avoided until the Sixth Ecumenical Council of a.p saa 
The official church of the period under dischssion preferiedaas delib 


defining crucial aspects of the christological doctrin Likewise it took 
various heretical assertions, even though they u . mi 


position on the subject of the Death and Rosati aoe r 
not officially condemned until the Sixth Ecumenical Canine mee hi 
for a couple of centuries. During this period Theopaschites had eee allowe 
the divine had participated in all aspects of the Passion, a view that was p : 
able, since it limited the impassibility of the divine.? Similarly Aphtharto d 
easily during the sixth century, although, in a sense, it seats for the exact 
Theopaschism by attributing immutable qualities to Christ’s human nature.2). 
Unfortunately, Grillmeier’s study did not follow closely the evolution of th 
ical arguments concerning the Death and Resurrection of the Logos Incarnate u 
end of the seventh century. This would be a worthwhile project for a theologian 
lectual historian of the period, for the seventh century witnessed a marked willi 
readiness to provide specific answers to all related questions, unlike the previous tw 
turies. This willingness was crystallized by John of Damascus in the first halfof the 
century in his systematic review of the theology of the Death of Christ, the first 


Grillmeier, “Der Gottessohn im Totenreich,” 70 G0aprov 5é cou mpos addapriay 
passim, esp. 42ft pereaTouxsioras Kai abdaprov Luns 
The condemnation of Theopaschism survives in Bbecéas myny bE avacramews, 
Canon 81 of the Trullan Council. Mansi, 11.977- 
G. A. Ralles, M. Potles, Stvreypa rov Belov Kai BacrActier, GAA" ode aiawifer 
ispov Kavéverv (Athens, 1852), 1, 490ff. This con- gous 700 yévous ray pore 
demnation was repeatedly reiterated during the pro- ov yap revels bv rad@ "a 
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ceedings of the Seventh Ecumenical Council, for ex., 
Mansi, 12.1143. The issue continued to be alive 
throughout the first half of the eighth century as at- 
tested by John of Damscus, who devoted a long dia- 
tribe on this subject, PG, 95.22-63; esp. 33-37: Sumi- 
larly, the Holy Saturday C 





canon of Cosmas of 
Maiouma recapitulates the doctrinal issues as well as 
the Orthodox answers to Theopaschism: 


Anthologia graeca carminum christianon 

M. Paranikas, eds. (Leipzig, 1871), 
Triodion Katanyktikon (Rome, 1879), 734- 
7» On aphthartodocetism, see 
Damascus, De haeresibus 8G, 9 
zantium, De Sectis 10, PG, 86/1 
Kirche und theologische Literatur 
(Munich, 1969), 374 
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frontation with the corresponding thorny chr Be ecicsting char the 
ported by the absence of any contradictory 
Early Christian period, in contrast to the Middle 
images of Christ dead whatsoever. It appears that a 


of hi e cross 
rist’s t of his Death on the ¢ f 
Ch "s Death, from the momen ; fe ee 
the Marys after his Resurrection, were consistently eschew ed up to the latter part ¢ f the 


seventh century. It would seem, then, that the artistic attitude toward the Crucifixion on 
the Resurrection iconography should better be considered in the context of the broac er 
artistic rejection of the theme of the Death of Christ during the early period, because of the 
inherent christological complications. : 

If this is correct, then the image of Christ alive on the cross may be successfully inter- 
‘preted as a response to the difficulty of buttressing visually the doctrine of the two natures 
and their continuous hypostatic union during the Death of Christ. The chosen icono- 
Graphic solution dealt successfully with this dilemma, for it created no doctrinal conflicts: 
Iftaken literally, the moment represented in these early Crucifixions preceded the Death 
‘of Christ, thus enabling the artist to avoid direct confrontation with the complexity of this 
Death, whose theological definition was still incomplete. Moreover, an allegorical inter- 
ahaa oo eae a but equally satisfying from an Ortho- 
ero8s while confirming that throu 4 B the assion of the human nature of Christ on the 

ighout its duration Christ's divinity 


written or visu 
or Late Byzantine period, produced any 


1] facets of the pictorialization of 
to his appearance before 


remained ‘‘awake.’’75 


the Cross as an allusion to the immutability of the Lo- 
80s (Der Logos am Kreuz, 84). The comparison of the 
death of Christ to the sleep of the lion, which is part 
of the Physiologus text, surviv 
naria for Holy Saturday: 
vols Ex ToD Yavero 
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a = Pit, published by Sophronios, Leonto- 
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INTERPRETATION 


The open eyes of the crucified figure 
tability of the Logos and its contin 


Artists thus skillfully avoided the snags attenc 


Illustrating the Resurrection of Christ was similar] fall of 
ixth Ecumenical Council the church had concentrated 
human soul, and their hypostatic union to the divine nature 
vergence of these elements at the crucial moment of the Resurrection rectio 
ogy of Christ’s death had been fully defined apparently held lit 
Christian artists and their patrons. Nevertheless, the Resurrec ha 
as a complement to the image of the Crucifixion. The solutions in 
have been outlined here. They show that artists chose to circumvent 
sues by preferring pictorial circumlocutions of Christ's Resurrection. 
These solutions exude the spirit of compromise that often characterized o 
ical solutions well into the seventh century. It is not clear whether they were i 
patronized by the church or were just tolerated by it. In any case, artists of | 
decidedly avoided representing Christ dead, on the cross or elsewhere, bet 
half of the seventh century, It would seem that until then the doctrinal dil 
weighed any interest artists might have had in illustrating Christ's “life in| 
which started on the cross and ended with his shattering the doors of Hades 
Since innovation was far from being considered a virtue,” image makers and 
ers preferred the safety of the trodden path until innovation became a nei 
circumstances led to the illustration of this facet of Christ’s incarnation with 
of committing major doctrinal errors. j 
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° The authority of the fathers of the church as the doctors of the church in their writings 
sole means of settling doctrinal disputes was formally pounded it, and in these let them glory ra 
legislated in Canon 9 of the Council in Trullo in A.D. _ making things up out of their own heads, lest 
691. This stated that “If any controversy is raised in their lack of skill they depart from what is : 
regard to Scripture, let (the clergy and the bishops) Mansi, 11,952; translated and discussed by J 
not interpret it otherwise than as the lights and the The Christian Tradition (Chicago, 1974). 1, 337— 
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viving Jrucifixion icon with Christ dead on the cross probably dates from 

The first sur C f P r 


the first half of the eighth century and comes from Mount Sinai. The first jones 
of the pictorial use of the Burial of Christ also comes from pacers * dates in ; Ne 
second half of the seventh century. Finally, the first three examples of the Anastasis date 
inthe first decade of the eighth century and come from Rome. , ¥ 

We have no evidence that these new themes were the product of a concerted effort to 
deal with the portrayal of Christ's Death. However, there are indications that they repre- 
sent parallel efforts with complementary motives centered on the defense of the Orthodox 
position vis-a-vis heretical Christology. Nevertheless, each of the themes assumed a dif- 
ferent degree of pictorial importance after its appearance, and met with a different degree 
Of acceptance during its subsequent development. 

Although this study is only concerned with the Anastasis, the extreme poverty of its 
earliest material remains suggests its examination within the framework of the pictoriali- 
zation of the Death of Christ. The Anastasis, which offers the 
ee fom te cine of its earliest appearance. So, the earlier com- 

yrophores as a reference to the Passion and Resur- 


Fection leads to the examinatio sis i i 
een n of the Anastasis in the context of the updated pictorial ver- 


final link in this theme, takes 


site OF ANASTASIUS SINAITES AND 
EVENTH-CENTURY Curistotogy* 
fntation of Christ dead 
on th i 
aa a cross probably materialized some time around 
805 of Anastasius Sinaites, which also dates from 


Anastasit Sinaitae Opera. Viae after: U 
‘Umbout, 1981). Here 89 ao themann. Anastasius Sinaites, Hodegos, Fs 


310, Beck, 442ff. B. Altaner, Patrology (Lon- 













the late seventh century in its Present fo; 


offering the mental framework within which 


its debut.* 


As its name suggests, the Hodegos} ny +: 
, =) "905 is a handbook for the Orthod 
on the theological points considered capable of ogee 
tation, The author makes abundantly clear that heis less interest 


' The identity of Anastasius Sinaites and the works 
that should be attributed to him have long been at is- 
sue. The dating of the Hodegos to the seventh century 
find Richard and Uthemann in agreement. Richard 
has convincingly argued that the text was written be- 
fore 641, but was revised and scholia were added to it 
by the author after the Sixth Ecumenical Couneil 
(681), though before 686-689. These dates are pri- 
marily based on internal chronological evidence, as 
well as on the mention of the Monothelete sect of the 
Harmasites, which is thought to have been formed as 
a reaction to the decisions of the Council of 681 (Ri- 
chard, 3off.). While Uthemann agrees with these dates 
he appears to interpret them differently. He believes 
that sections of the Hodegos were written between 631 
and 686-689, though probably before the Sixth Ecu- 
menical Council. These were compiled to form the 
Hodegos some time between 686 and 689 and on that 


occasion the author, Ana 
some superficial scholia (Uth 
recently Uthemann has ex] 
the opinion that the scholia fi 
typal Hodegos and were not ad 
681, as Richard suggests; ho 
Sonal evidence has been offered 
opinion (Uthemann, Synopsis, 
Uthemann indicates that the sect 
also mentioned in the Capita ad 
which he ascribes to Anastasius Sinai 
30). It is not possible to evaluate this. 
purposes of the present study, since this | 
yet been edited and dated (M. Geerard, e 
trum Graecorum, 7756). 
* H. Belting and C. Belting-thm, “Das 
im Hodegos des Anastasius Sinaites, 
Suppl 30 (Rome, 1966), 30-39. 


















don, 1960), 633f. M. Richard, “*Anastase le Sinaite, 
l'Hodégos et le Monothélisme,”” REB, 16 (1958), 2 

42. E. K. Chrysos, “Nedrepat Epevvar rept “Avaora- 
wiv Xwairdy,”’ KAnpovouia, 1 (1969), 121-144. 
K. H. Uthemann, “Antimonophysitische Aporien 
des Anastasios Sinaites,"” BZ, 74 (1981), 11-26; idem, 
“Ein Beitrag zur Geschichte der Union des Konzils 
von Lyon (1274). Bemerkungen zum Codex Parisi- 
nus gr. 111s (Med. Reg. 2951),”’ Annuarium Historiae 
Conciliorum, 13 (1981), 27-49; idem, “Die dem Ana- 
Stasios Sinaites zugeschriebene Synopsis de haeresi- 
bus et synodis,"" Annuarium Historiae Concilionum, 14 
(1982), 58-95. Hereafter: Uthemann, Synopsis. 
Idem, “Eine Erginzung zur Edition von Anastasii 
Sinaitae Viae Dux: Das Verzeichnis benutzter und 2i- 
tierter Handschriften,” Scriptorium, 36 (1982), 130 
133. A. Kartsonis, “The Hodegos of Anastasius Si- 
naites and Seventh Century Pictorial Polemics,” XVI. 
Intermationaler Byzantinistenkongress. Résumés der 
Kurzbeitrége (Vienna, 1981), 10.3. S. H. Griffith and 
R. Darling, “Anastasius of Sinai, the Monophysites 
and the Qur'an,” Fighth Annual Byzantine Studies 
Conference, Abstracts of Papers (Chicago, 1982), W- 
J. A. Munitiz, “Le Parisinus graecus 111: Deseription 

















et arritre-plan historique,” Scriptorium, 3 
67. - 
The present study was concluded before 

cation of the much-needed new edition of the He 
by K. H. Uthemann. Uthemann’s work 
considerable fresh information regarding 
plex manuscript tradition of this text. Moreover, 
book has been amplified by a complementary, 
though still incomplete, series of articles on 
tant material intrinsically related ro his edit 
Hodegos. A full evaluation of his impo 
tion cannot and has not been offered here! 
of reasons, some of a substantive and some © 
nical nature. For instance, the critical apj 
new edition does not include one of the ea 
gos manuscripts, the tenth-century 
cod. B 11 (Uthemann, xxxi, ch 
Synopsis, 39 n. 10), nor does it pro 
formation about some other in 
for ex. Milan, Ambrosiana, gr. 
tenth-century manuscript that i 
ter twelve along with irs” 
xlii £, coxxix f). It is hoped 
soon complete his valualls 
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ee aude nan ine uired to take an oath that he would 
at the beginning of a debate the adversary shou e req ne’? 
inno way violate his conscience in any of his statements during the ¢ : : 
Here Sinaites also clarifies the weapons he considers best suited for such 
first is the use of scriptural quotes, The second, which is also stronger and truer, involves 
the use of “mpayporixad mapaordcets” (translated here as: “material productions, or 
“representations, ” or “figurations”’). This weapon is considered more effective than scrip- 
tural quotation because, as Sinaites explains, words can be altered surreptitiously and 
timed against the defender of the faith. For this reason, he continues, the defender should 


nent attempted evasion. Moreover, 


debates. The 


1 PG, 89,364-8 and 88 / Uthemann, 24.122-140 * PG, 89.40A-41¢ / Uthemann 1.1.1-70 
and 3,1.1-8, 


ee 


tion of an aay thorough study of the Lavra man- 
Uscript, 45 Well as more complete information regard~ 
dng the Milan manuscript, et al. It has also been 
announced that Uthemann will be publishing new 
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the present study. It has therefore been opted to allow 
the results of this chapter to stand, while expanding 
the text for the purpose of including the new manu- 
Seript evidence contributed by Uthemann. Footnote 
references have been extensively revised to include 
the new edition. The quotes used, unless otherwise 
Specified, draw on the new edition, bur the occasional 
italics, and Underscoring in the notes, are mine. The 
code letters or numbers attributed to individual man- 
ae follow Uthemann’s sigla codicum and manu- 
eel (Uthemann, cexlviii, xxxi-lxiv, and below 
cae ee here my thanks to the Al 
the extensive ase It Stiftung for making possible 

y that has gone into this revision, 
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on University P F epting it at 
such a late date. ty Press for accepting 
















1 10S. 7747, 7748, 


important for the 


Sthata thorough evalu. 
'S publication would be Premature 


vaddit i it would be inappropriate 
dt chapter too far afield Hin 
enriched theavailable 

Hered the substance of 






A. 










rather arm himself, if possible, wi “ 
terial proofs’’).s ls 
Thus, this populist Orthodox handbook « q 
“mperyparikal Tapacraceis” and advocates th vasithe bes 
guments. This nonverbal Weapon is belivvedarat gee nis 
tinction even to the word of the Scriptures. Whatever the precis \ 
aids advocated by the Hodegos, they are not the kind that are available: 


defender of Orthodoxy. Sinaites therefore spec; f 
” : ecifies that it 
capable” to arm himself with this weapon. P at it is preferal 


One of the interpretations attributed to the term ““mpecyurixal: 
author becomes clear in chapter twelve, which concerns the Passion of Chi 
utation of the Theopaschites, é 


who claimed that Christ's divinity had also 
the Passion. The text opens with the following pronouncement: “A. most‘ 


the wisest of men establishes (that): the TpaypariKat avrippnoers Kai 
stronger, more faithful, and mightier by far than the verbal words, and biblical 
the mpayportkai mapacrdcets may in no way be glossed over or tampered ith, 
verbal expositions of books often suffer additions and omissions in the hands of 
He offers examples, repeating that scriptural, dogmatic, and patristic quotes h: 
been altered by the unscrupulous and the careless. He concludes his introduct 
graph: “Therefore the heretics and the unfaithful may be better put to utter 
mpaynarwv. Thus, while arguing once more against them about the redeeming 
the cross of Christ, we realized by the aim of their arguments that they were trying to 
God the Logos passible and mortal along with his own flesh. So we no longer made us 
words, but answered them by means of mpayparixav oxnuarov Kat Uroderyparov by 
scribing on some tablet the crucifixion of the Lord and an inscription, which we will 
shortly after giving the (patristic) arguments.’ 









































PG, 89.40 c-p / Uthemann, 1.1.27-34- v8 piv Kaxodpdvav mportixas Kai bbaupéoress 
Xxoroi buaré£eds ice dbo, 6 wep bux ypadixav pyoewv, cw, Os eon pabeiy re dihomony—Kales 
6 6& bie TpaypariKav Tapactacewr, Os Kai loyups- mpoeimov—éx mohAar dvreypaduy ov uorov 
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what, dr, (el) xphow mpodbépers 7@ bv evavrias, Ka- bia 
Kelvos eves pas xpnow mpodéper, Kai 6 aipe- mpodnrov obx elipov dAws by ccbrots, net 
rexds, Kai 6 ‘lovbaios: 60ev 6 Buvduevos Bid mpay- vipa THs THuNs TOU Xpurrad, obre IB 
harixiy érroBei€ew paddov Srdikécba mpos Tavs Evay- drypoii ToD Kepaybus, Et ob aiens Tis 
Se ai deiravro of xaxdmiarot, roory ye 

® PG, 89.196a-p / Uthemann, 12.1.1-30. oxadixay Adyar Kabis Kai bum 
“Opos G&purtos dvipwv mavoodwrarov ruyxaver AE repos slaniKGHEss 3 ‘0 
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toXUpoTepat Kal murTéTepat Kal KparavwTéepat Kap" oXY = “ pis avrovs 
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tion ran “The Word of God and the body and the reasonable soul” [or, 
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the cross and the reasonable sou! 
The illustration then followed together with the illustration inscription and an important 


scholion in which the author adjured the copyist to include “this rézov of the holy cross 
or, the crucifixion)."* 

The importance of reconstructing the original illustration accompanying chapter twelve 
and its relation to the problem of the pictorialization of the Death of Christ on the cross in 
Byzantine art was first noted by H. Belting and Ch. Belting-Ihm. The four Sinaites man- 
scripts they examined diverge in the text as well as in the manner of illustration. The au- 
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probably a diagram of a cross inscribed in a 
tion quoted in the text of the Hodegos. 


in the original illustration of this chapter. 


One of the points where the text has been confusin: as regards the: 
accompanying illustration concerns its use of the ian sane (cconsy 3) a 
(crucifixion) in nine passages of this chapter.!° In one instance sikextats 
the word oravpwors,"* while in five others they all use the word eraupés.@ 
three passages divide the surviving manuscripts into two major prac 
uses or alludes to the word oravpwors," while the other similarly employs 


3 / (mM) Munich, Staatsbibl., cod. gr. 467, fol. 147, 
eleventh c. (Uthemann, pl. opp. p. 205); 4/ 
(w) Vienna, Nationalbibl., cod. theol. gr. 40, fol. 
176", thirteenth c. [Uthemann, twelfth / thirteenth 
c.; see also Kunst der Ostkirche. Stift Herzogenburg (Vi- 
enna, 1977), no. 39, fig. 46) 

The passages of chapter twelve that bear upon 
the illustration in one way or another and use either 
the word oravpds or cravpwots are the following: 
Uthemann, 12.1.24, 12.71.29, 12.3.9, 12.3.11=12, 
2.3.15, 12.3.18, 12.4.2-3, 12.4.1, 12.4.32, The cor- 
responding passages in PG, 89 are: 1968, 196C, 197¢, 
197C, 197C, 197D, 201A, 201B, 201¢. To these we 
should add the inscription accompanying the illustra- 
tion, which is quoted in the text and should be iden- 
tical with it (pc, 89.197¢ / Uthemann, 12.3.11=12). 
Uthemann did not consider all illustration inserip- 
tions as evidence for the reconstruction of chapter 
twelve, though he heavily relied upon the illustration 
of the same chapter for the reconstruction of the 
stemma of the Hodegos manuscripts (Uthemann, cev, 
clxxxviii ff). Consequently his critical apparatus 
and his introduction offer only selective evidence re- 
garding the illustration inscriptions (see notes 3-13. 
14). The manuscripts which include some or all of 
these passages are the following (* denotes the man- 
uscripts included in Uthemann’s critical apparatus): 


Paris, Bibl. Nat,, cod. gr. 1815 

t Vatican, Bibl., cod. gr. 1101 

1 Athos, Dionysiou, cod. 596 

« Athos, Koutloumousiou, cod. 178 
Cambridge, University Lib., Add. 3049 
‘3 Vatican, Bibl., cod. ottob. gr. 268 

‘A Moscow, Histor. Mus., cod. gr. 265 
Vatican, Bibl., cod. gr. 727 
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Vatican, Bibl., cod. gr. 1116 
Vienna, Nationalbibl., cod. theol. 
Munich, Staatsbibl., cod. gr. 467. 
Athos, Lavra, cod, 131 (B £1) 
Oxford, Bodl. Lib., cod. Auct. 
Paris, Bibl. Nat., cod. gr. 1084 
Jerusalem, Patriarch. Lib., cod. Taphou 
Vatican, Bibl., cod. gr. 451 
Vatican, Bibl., cod. gr. $09 ~~ 
Milan, Ambros., cod. gr. 681 (Q 74 
Vatican, Bibl., cod. gr. 1967 
Oxford, Bodl. Lib., Roe 22 
Turin, Bibl. Naz., cod. gr. 185 
Vienna, Nationalbibl., cod. theol. gr. 306 
-~ 


7 ab dt <n 


zeo9 


307 Ps 
88 Rome, Bibl. Angelica, cod. gr 28 


* 

“pc, 89.196c / Uthemann, 12. 
rwi Suaxapagavres THY TOU Seqmérov 
cai twa breypadhe, qerwa were Tas 
‘ypcepopev.” 

 Uthemann, 12.1.24, 12.3.18, 12. 
12.4.32 corresponding to PG, 89.1968,, 
2018, 201€. In the case of 12.3.15 0 
and probably Q, which do not 
add the word qmiv so that their | 
mpoxeimevor Tui roo oTavpou 
Bexyper Kai Eriypapswer THY TPL . 

») pg, 89.1976 / Uthemann, 12.3.9 
mpoeimov, bv muir vit THY TOU 
pera Kai dreypadns OS 
=.4.. PG, 89.197 / U 
“@sds Adyos Evaraupa Kai 
same manuscripts. PG, 89 
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the text of the manus h eh 
a of the Crucifixion, 
inscription that alludes to the Crucifixion. 
word cross instead of crucifixion (fig. 12b). 
jnstead of aravpars Was opte' 
struction of the text, thus greatly influens 
figurative illustration of the Crucifixion # 
mann followed suit and, for reaso 
pos throughout the text with only one 


struction of an illu 


7h Bupdiow Tra. rie axbrov remo Forno 
ris «nun ity M.A. %. D omits this passage 
For, seenext note, It should be noted that offers an 
amendation in 12.3.9 (0. 3.72), The illustration 1n- 
scription reads "Ob Miyos de craps xa OVX) 77 
eat ordain Cy W (11, 3.20), Me Pets av. cadds “is 

vuxa.” The cases of 43 and D arc unclear. 

4 pe, Bo.ro7e | Uthemann, 12.3.9 reads “row Ti- 
jauow erreaupdi” 1 X.K.C.AA SVs and w, which amends 
ft to; “row riwsow rod xvpiow gravpdy’” "6, 89.1970 / 
Uthemann, 12,3:11-12 reads; “@ede Adyos xal copa 
nai dug ayer)" INX.K.C.4.6.2.¥. womits this, though 
{t allows sufficient room for it at the bottom of fol 
176°. #6, 89,107C / Uthermann, 12.3.15 reads: “rov 
‘riwiow gravpdn” in C; “rob rysiow gravpoi’” in 4 
6,4, w, &. Thescholion is omitted in x.4.v. Their illus- 
‘tration inscription reads "@eds \dyos Kai erie Kod dy 
Aayuxi)” in #.x A produices an alternative 1c XC, YC #y 
NitkA which appears to have been followed by # and x 
inadiition to the inscription “@bds \byos kai capa Kai 
Local (Uthemann, clxxxviil), A similar addi- 
: BAG teilisretion inscription of ¢ (n. 3,13) 

"slp Manuscripts appear to be incon- 

ae isas ways. Illustration and illustra~ 
not agree in C.1, i 
40 as wel. Textandilastraton atroed 
and possibly 43. Text and titra 
P . ion 
HOF Agree INC, A, W. Moreover, illus- 
isthe omission ofthe scholion 
eta 213) from x, 7 (), x.y, 
— 
bh lustra~ 
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sone e ofeither alternative. The 
a art that the accompanying il- 
eased by i h other and/or with 
f the text of Paris. gr- 1084 
¢ cross accompanied by an 
tscholion it opts for the 
esolve this problem the word 
d Belting-Ihm in their recon- 
ast the reconstruction ofa 
16 Recently Uthe- 


ar.‘ For example, 


heir decision aga"! 
the Hodegos. 
constructed th 
o favor the recon- 


lear, also rec he word oravu- 
clear, 


», though he appears t 


« The use of the word rbras in the scholion also 
contributed to the preference fora diagrammatic in- 
stead of a figuranve illustration of the Crucifixion 
However, the word rvmos should not necessarily be 
contradistinguished from the word eixav The con- 
tent of these words had a dynamic development that 
has not yet been properly studied from a philological 
viewpoint, For a bibliography on this matter sce 
Murray, “Art and the Early Church,” 343 n. 2 Also, 
C. Mango, The Homilies of Photius Patriarch of Con- 
stantinople (Cambridge, 1958), 252 Another text at- 
tributed to Sinaites by John of Damascus (De imagi- 
nibus tt. PG. 94.1393) proposes an understanding of 
the word rimos that differs from its usual translation 
as “figure” or “type.” In reference to a miraculous 
icon of St. Theodore, Sinaites says how an impious 
Saracene wounded the saint on the icon with an ar- 
row, and the icon miraculously bled real blood. Si- 
naites insists on the truth of this story because he saw 
with his own eyes the icon, its wound, and “rov 
Timov Tov aiperos.”” Appropriately the Latin trans- 
laxion of mga is given here as “vestigium,” and not 
eens 
ete... evidence, of real blood on the 
Be ail “cteos ene phrases ‘Tiros orav- 
material evidence ee nae pe selene 25 
fetes tani Tn this « SeSer of the real cross OF 
ton of the Wohestion ee atl 
Ralicc of ite Seba commemorative material 
grammatic symbotieal fee and not its form asa dia- 
Be Sr op th, lustration bur Cencitvagy 
Mango, Sourc ¢ same word as “symbol” sce 

ia U theta €5, 139. 
in 12.1.29; oe Be Mord oxedpag is tO stand 

3.11. For his opinion regarding 











































While thi rs n 

pers is aspect of chapter twelve constitutes a real 
rt historian the problem is more thannesten 

arch bili apparent thar 
terchangeability of the two words oravpés d 
employed freely in contexts that clearl: : led ae: 
word “cross” i y called for the wor 

could also mean Crucifixi , 
aragraph of thi cuxions neeca es 
paragraph of this chapter where, as alread ‘ 
THwov TaAW Tmpds adrovs mepi a pide i outa 
Therefore, even the homogeneous cdiuea Gee ee ce 
; oft 4 r 
essarily solve the art historical problem al vem " word ; 
of the illustration in question. Let us therefore i: pias s 
tions and examine which of the two pictorial i eee i 
companying text, as well as the condi ce ‘ 
Three of the surviving Hodegos m — a Pek = ; ; 

er ‘gos manuscripts depict a Crucifixion with Chris 
3 © . hey represent the mature Middle Byzantine iconographic type, whi 
the slumping of Christ’s de: ering i i : : 
ee ss - Pek te ee covering it only with a loincloth. In the 
develops into an oieen > fi ilp eae 0 
ite actin) ¢ full-page miniature (fig. 9). Christis here flanked by 
ing figures of Mary and St. John, while two adoring angels float above the arms 
cross pointing to Christ. Text and illustration agree with each other in that the 
tently requires an illustration of the Crucifixion, which is accordingly producee 
ever, the illustration omits the illustration inscription quoted in the text. 

Another manuscript of this group, (M) Munich, State Lib., cod. gr. 467, fol. 147 3 
a drawing of a circle within which is inscribed the sole figure of the crucified Ch 
and loinclothed (fig. 10). In this case, text, illustration, and illustration inscription: 
harmony throughout. Moreover, the illustration inscription is intimately int at 
the Crucifix, flanking it symmetrically within this circle. Similarly, the adjurativ 
symmetrically flanks the Crucifix outside its enveloping circle. 

The last manuscript of the group (w) Vienna, Nat. Lib., cod. theol. gr. 40, 
also depicts a drawing of the Crucifix inscribed in a circle, which is in turn ent 
the four corners of a rectangle (fig. 11). Two variants of the illustration inscription a1 
scribed on the illustration, once within the circle symmetrically flanking the 
Christ, and once more within each of the corners of the enframing rectangle. Th 
tive scholion is placed to the left of the illustration, while below we find as an. 
subtitle the paraphrase of an appropriate passage from the subsequent text 
twelve.° This would appear to indicate that the twelfth / thirteenth-century ma) 


dallion when read counterclockwise st 
top left comer; BE0C AOFOC EN ETAYPO 
Uthemann, om.) / KAt #¥XH AOFTKE 
cama. The subtitle of the illustration p 
89.200 / Uthemann, 12.3 4ott. 

See also n. 3.13. The two 


the illustration of the Hodegos sce Uthemann, 
cIxxxvili-cxciii. 

“PG, 89. 1968 / Uthemann 12.1.22-24. Also 
Lampe, A Patristic Greek Lexicon, W- “oravpos,” 
C. Crucifixion. 

__' The inscription within the circle reads; (6 XC. 
®C Aoroc, CAMAWYXH (Uthemann, om.)- Theinserip- 
tion in the comers of the rectangle encircles the me= 
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ie i hecentury Munich plod true of the text, which 
i ven + ecription, itis 10! 4 ihe 
Vienna is a close relative of the ee illustration inscripuo”» iis mor ving manuscripts. 
might be true of the illustration ants xcept the one common 8 reef a larger gPOUP 
¥ ifixion ¢ 5 : 
‘omits all reference to the Crucifixio 4 illustrations stand the il ee and depicting the frug al 
Parallel to the Munich see att eenth centuries esiicn tis 
i i oe i tion S adi SS 
‘of manuscripts dating mae ia an esi the presence of a body af- 
i aaa ; implies 
drawing of a boat and Vienna ecu cf Bact oes throupt= 
inscription on The rthree of the 0 
the inscription © (c, Py Ee 432): The text of three o” Ne eeeprodiice Peas ccyate 
fixed On Te Cross (ey son, which the illustration De entontea- 
ine ee panera its all reference to the Cruciti 
; patente i inally, there is a manu- 
the case of the fourth manuscript, © Saat) G ). Finally 
iction to the illustration a it 2h setines including "ad at times omitting ref- 
i i ixed textual variant, 
script, which offers a mix 
eren ifixion (#) (fig. 125). 
ae Hustrates chapter Ow’ 
A third group of manuscripts us Be ie 
i jon inseription omits reference a < 
ae ae ted by he unrelated though traditional i¢ XC YC @Y NH (sic) 
third (a) the inscription ts replaced by the v , thoug 


© »ference > ‘ru “i= 
(fig. 13). In all three examples the neighboring text also omits reference to os C : 
hia the contrary, the text of the fourth manuscript similarly decorated only witha 


cross, calls for a Crucifixion (p). a 

Finally, there is the negative evidence of a fourt 
illustration as well as the illustration inscription an 
nent among them stands the problematic (x) Paris, Bib. Nat., cod. gr. 1115, ; 
vides space for an illustration it does not reproduce. The text makes no mention of the 
Crucifixion except for the one common toall manuscripts. The other two examples in this 
group simply omit illustration, illustration inscription, and scholion, while their text sim- 
ilarly eschews reference to the Crucifixion (k,v, T?). 

‘The evidence is obviously contradictory and confusing. Any attempt to put some order 
into this chaos first calls for some observations of a general character. To start with, there 
cin be no doubt that the text of chapter twelve, no matter which its correct editorial var- 
iant, demanded the inclusion of an illustration, Secondly, it is important to note that the 


eee the classification of the surviving illus- 
either to the Presence of a cross, or a Crucifixi 
text and the recension of the illustration are n 
Instead it appears that some manuscrij 


e use of a cross consulted and re 
east Produced 
that explicitly called for and produc 


g. 12a 


elve with a bare cross. In two in- 
“rucifixion (0, =), while in the 


h group of manuscripts which omit the 
d the adjurative scholion. Most promi- 
which pro- 


textual recension which uniformly refers 
ion. This suggests that the recension of the 
ot always identical in the individual manu- 
pts which belong to the recension that refers 
the illustration of manuscripts following the 
(fig. 11). But the eines, a ee: of the Crucifixion—as seems to 
12b). Thus cross-breed res : meyetoo, a3 poiested by.t, &,,¥4P 
isecond time, that neither Bran. " Oa gas nad 
afte atchetypaliustrass Se alternative can function as a guide 
ilicotubinations ies i? Oreover, the existence of hybrid tex- 

7 MUstration, and illustration inscription 


















































(c, W, P, figs. 12a, 11, 12b) also indicates that the 
words oravpés and aratpwors already noted enco 
Turning now to the extant illustrations, we ae 
ing of a cross with or without the body of Christ i 
requisite illustration inscription. In several ne 


instances the reading 


related to the cross in a manner suggesting that these bord slain aed 
together as a unit. Thus, in two of the three illustrations depi vents ou 


ohh oe 
of the cross in agreement with en BA ie ne ie ae a 
the cross and the inscription (fi ce a Bie a a oe 
tributed within the round par 1 = ie ri a one ener pe 
the addition of the enframing cide Thane pee : he 
: ; gh not mentioned in the text, this. 
the unity of the enclosed cross and inscription. This suggestion is confirm 
tition of the illustration inscription for a second time in the thickness of the en 
cle in Paris, gr. 1084, as well as by the circular reading of the second inscription, 
appears within the corners of the rectangle in the manuseript in Vienna (fig. 11) 
features, which are present in most illustrated Sinaites manuscripts—namely, the 
the inscription, and the circular frame—appear therefore to reflect intentions and 
followed in the illustration of the archetype. This reflection is reinforced by the fi 
the text of chapter twelve, which comes after the illustration, makes three addit 
erences to the joint reading of the illustration and the accompanying inscription." 
If the surviving examples are reliable to that extent, then the one question requi 
answer is whether Sinaites needed the figure of Christ on the cross to round off his 
ments or not. And indeed he did, for the body of Christ offers the crux of Sinaites” 
to Theopaschism. This will become clear, if we follow the text of the Hodegosa bit 
After adjuring the copyist to include the illustration, Sinaites continues by cross-qu 
tioning the Theopaschites with the help of his illustration: 


“Look at Christ, the Son of the living God, complete and indivisible on the cross; that is’ 
the Logos and the reasonable soul which 1s hypostatically united to him and the body. W 
one of these three was mortified and died and became inert and immobile? Watch cz 
did not ask you which was crucified, but which of these three (which exist) in Christ 
and remained dead for three days?” Thus questioned by us, the heretics answ 
utterly dishonored: “The body of Christ died.” We address(ed) them again: Maybe his: 


was killed or died or suffered?” They answer(ed): “Impossible. "* 


»> Uthemann, exlv, clxxiv, cxe, cxein. 28- ? and in t. zy “ray tov Xpurrov 

* pc, 89.201a / Uthemann, 12.3.2-3. PG, 89.2018 broypadyy. : 
Uthemann, 12.415, see also n. $.12: PG, 89:201C/ PGs 89.197¢-D / Uthemann, 12.3 
Uthemann, 12.4.32. The last passage reads Tovroy rov aoe ee anes 
““EuBdéware 53) els Tov mpoxeiwevor Tou cravpov ri “180d 6 Xpurros, 7 
mov Kai eis Thy tov Xpurtov rou éP abr rpuravupor 
émypadjy.” The reading presents variations; 1m Py 
“rw rod Xpurtod Thy év 7} Tprwripy dmoypadT, 
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«verbal attack arguing aa ing is P2 

main vert je passible: The follows © 

ist} 
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— gos, the Cre- 


rt of this ar- 


“Atthis point Sinaites Jaunches his 


“ator, is impassible, while the body of Ch 
-gument: 


5 nailed on it. 


s while Christ wa 
ad remained 


s and the Jance, at 
also Christ's all holy body. 


as the wood of the cross 


ms on the cro 


ye ite! 
There were five vail 


a : 
aad a kas was the first £0 ee a 
naive on “ cross and impassible (0 the ‘oa - rere w 
‘There was also his holy soul. There was also God he i) uncreated and the Creator of those. 
aswell, The Beacaksniss dg cai ar a the sun and his all holy soul. So how 
Two of the creations remained impassible, and ee a snd mortal in one, that 
could his (uncreated) divinity dic? So Christ is imm' 

js, in the flesh.”* 

Given the context of the arguments, | 
clude a body to which Sinaites could pou 
not involved here in an intellectual exercise, 
solute truth in a manner that everyone can underst is 
truth concerns the mortality of Christ's Povyaioneaswehavescen, new" *" 
terial reality and the tangibility of his visual weapons, which he characterizes as: “mpary- 
parixal mapaoraes,” “mporyparixai Grobeigers,” “mparywariKat a7 wppnigers, = T™Pay- 
para,” “mpaypariKa oyTHara kai brobelynata,” “mporyHariKas _. . TapabslypaTa Kat 
oxnwora bvvndarata.”” The material reality of his representation 1s precisely what renders 
this particular mpayporix) mapaoramts a weapon that is more effective than scriptural and 
patristic quotes and less liable to misinterpretation than even the best verbal argument. A 
diagram without the sun, without the wood of the cross, and without “God the Logos, 
and the reasonable soul which is hypostatically united to Him, and the body’’* could 
hardly constitute a self-evident argument against Theopaschism. Moreover, a symbolic 
diagram could nok be easily characterized by Anastasius as “évutdcrarov”’ for the w ord 

Omroerraur \ "which is a loaded word in any christological context, had been emphatically 
defined earlier by the author in the following manner: “Impersonal hypostasis does not 
 spheehomeida that hypostasis isa person, both as regards the T rinity and the 
tradictory, ive cuit aie eden and, What is more, ineffectual and con- 

conted his equally sincere and serious opponents with the sym- 


tis most unlikely that this illustration did not in- 
nt throughout his defense. The populist author is 
but in the serious business of proving an ab- 
and and no one can misconstrue; this 
n, he insists on the ma- 


ee wi ; - 

(SoReal alr aala Tpommdovnévou tov Xpurrod kv adr@. "Hy 6 HAWS. 
‘lav rovraw raw bv Xpurrip dmidave be ce kal mparros rovs HAovs Kal Thy Adyxnv bbéEaTO 
" ve- a Euewev Axapioros TOU oTavpou Kai crabs EK TOY 
res of ‘ Apuarnbivees Ouod Kai boyarws ee a Jes maveryiov Xpicrod cHpar Hv Kain ayia 
Aeyouow “Td capa émésave ale Mm kat d Bos AGyos: hy Kai 7b Lidov rou 
eons Ree Toirwv Krurré, 6 B Beds N6y0s 
Spare émabi eae Beene: Atedvddx6n Ta duo wtic 
Fi Kat mi = 2) 46 BOS: kal 7 Tavaryia Xpuo7ov 
HWivero: “Nore ae ul Beers airod crobinjorKeW 
Xpurris, x08 va aed Hae tpérrovs aBavorros 6 

MSee 1.3.22; 3 Tporrov Hintos Hyyouv TH apKt. 
» ** ®G,89.1728/ Uthemann,10.2.5.5-8- 


“a 


bolic figuration of an impersonal dia, gta bene 
Sinaites to present the crux of his arena ae rucifixic 
7ux@s and not di mpaypdrwv Kai aynudrwn byw t the bo y of Chi 
the Crucifixion allowed no doubts about ac cota ee 


scription and the circle reviewed analyti 4 
tically the hypostatic union 


throughout the Passion. 
Indeed, all manuscripts whi - ys 
use of a cross—even if ost e Piipnnesaiiin sy a1 
call for the representation of “@eds Ad ee ‘inicriptae ee 
ve ar: s Noyos év oray Lt Unen AoOen ie 
lustration inscription, and so offer teen eae Yoni Royte a 
sentation of “The Word of God on the cross and per ye fee 
over, the author characterized this sketch as “ : pacts petri 
to it saying “dod 6 Xpuorés,” and referred fee popes ge 
chapter twelve. All this favors the reconstructi tat ; bi a i 
fixion inscribed in a circle along with the illus caven nae pean ne 
aoe illustration inscription at this point in 
The frequent omission of the figure of Christ from the illustration in spite of the: 
requirement of the accompanying inscription, and the occasional eradication of the i 
tration altogether have been attributed to two reasons. The primary explanation ade 
the history of the Hodegos during the Iconoclastic controversy. If iconoclasts were tou 
this handbook, they had only one choice: to reject and purgea figurative illustrati 
second explanation refers to the scribe’s possible inability to draw a figurative 
tion of the crucifixion.*? The former explanation seems to be the most plausible, ¢ 
if one considers the close collaboration of artists and scribes in Byzantine scriptoria. 
Turning once more to the three surviving illustrations of the Crucifixion (figs. 9, 10, 
1), it is important to observe that both the Munich and Vienna examples include the es~ 
sentials: a Crucifix inscribed in a circle along with the requisite illustration inseriptio 
However, the use of a second frame as well as a second variant of the illustration 
tion suggests that the Vienna illustration represents an enriched version of the: n 
mula. Moreover, this image has been transplanted in the midst of a text that omits all 
one explicit reference to the Crucifixion in contrast to the text accompanying th 
illustration. Similarly, the full-page miniature of the Lavra Hodegos is an elabor 
original illustration through its substitution with the standard Middle Byzan 
graphic variant of the Crucifixion. The full-page prominence of this drawing, 
or, the omission of the encircling frame and | 


counterbalanced, for the illustrat ee 
tion inscription, both of which represent fundamental departures from 
egos contains the drav 


these observations are well taken, then the Munich Hod: 
nearly reflects the late seventh-century archetype. However, even the Mu 
should be amended, since all the surviving pre-Iconoclastic examples 0 7 
depict Christ dressed in a colobium and not in loincloth, as is the case here.* 


* Chrysos, op. cit., 136f Uthemann, exxix, exivi, ae eee 


exci ff. 
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. i ‘ before the end 
- ‘ng the illustrat! » Accordingly: ; 
mee neural oe perversions of truth." is to introduce the topic 
ains 


Se edaused 
es but also ag; : fhe Crncifisionisusee 1 ad, as quoted 
F mage ott 5 yvho claimed, as q 
* the chapter on Theopaschism, thet a refuting th Akephalor fice nature) the 
ofthe next chapter, which concentrates On he fees became 
to Ginaites, that “After the indescribable union ar be referred (0 as nature. For it became 
i became deified, and (therefo ag longer exists by its own properties, 
ch as the God Logos who deifie ay all of Christ bec 
bet, through the complete victory © fore this (body) became 
; i he ocean 
for the body was blended into © ; . 
God through deification."”” gem of Monophysitism, which regarded Christ's 
Sinaites objects passionately to is form’ fhis divinity. He points again to the illus- 
humanity asa drop of vinegar dostin on Age 2 ‘ his opponents witha distinct note of 
tration of the Crucifixion and its inscription, Inv ae 
sarcasm to take a Jook and tell him: “Maybe God the Logos 
; «< sntellectual soul ceased being 
the flesh after the union. Maybe his inteliectus NE  corived of its own 
became consubstantial with the Logos. Maybe one of the three was ¢ ip y ew 
properties. Maybe the body of Christ became uncircumscribable. Maybe his inteliectua 
soul became mortal, Maybe God the Logos became passible and mutable. In no way. 
The twin employment of the illustration of the Crucifix : 
attacked the impassibility of the Logos, and second those who denied the perfect humanity 
of Christ, was thus founded on the theme of the Death of Christ. By using both sides of 
in, Sinaites proved first the immortality and impassibility of the Logos, and second 
this coin, Pp y Pp 
the mortality and passibility of the flesh. However, within the broader theme of the Death 
y and p y 
of Christ, the Crucifixion was not the sole proof for the Orthodox viewpoint. The Burial 
Of Christ was better suited for this purpose, since it offered uncontestable evidence against 
those : ‘who claimed that the immortal God Logos or his immortal soul died. As Sinaites 
Points outin the chapter against Theopaschism “The grave of Christ will refute them, for 


ame one nature; 
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: ate gainst the prevalence of the dis 
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in the course of chapter thirteen: 7 y 

If the flesh was deified by the Logos, and there was only one1 
flesh must have acquired the properties of the Logos. This woul " 
the incarnation the flesh was uncircumseribable, uncreated unshaped,? 
gible, etc.'* Not having the shape of man, Christ would fave no hands, 
etc.,!° and therefore he would not be consubstantial with us in his hur 
Christ was gestated, born, grew up, and above all died in accordance with 
human nature.7 Christ's Passion, in particular, proves that his humanity ad 
laws of human nature. He was humbled even more than the average man, 
divinity remained unseparated from the flesh and the humanity undivided from 
ity..* The Monophysites are, therefore, patently wrong. 

During the development of this argument Sinaites lays special emphasis on th 
ing evidence: 


In the likeness of dead men God became truly a corpse in the flesh. In the likeness of 
was laid in the grave. And we saw him lying dead full of divinity, divorced from th 

body truly dead, soulless, soundless, breathless, speechless, motionless, sightless, unabl 
move, unable to teach, unable to feel, just the body of God truly dead like all corpses. 
upon seeing this vision and mighty sight of the deadness of Gad’s body we were stu 
And getting back to those words, which the heretics think they (can) utter against us, We) 
tioned them perplexed while observing intently the all holy body of Christ: “Ifthe Logos 
came flesh, so that his body may become Logos, how (is it possible that) the body of C 
which spoke from the cross a short while ago, does not utter one word now in the gra 
though it has in itself the unsilenceable God Logos. . - - And if the body has becom 

the God Logos who deified it, itis self-evident that it did not die but remained in 

tomb And if the flesh were blended into the ocean of the divinity as a drop of 
Nicodemus and Joseph rolled up in linens and deposited in the tomb either a 
shadow, or again they rolled up in the winding sheet the ocean of the a 

up (in the tomb) after tying it together. . . . Ifupon deification the body ae % 
vinity, too, how (is it possible) it does not watch and see as the divinity w! 2 
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Christ's nature according to us, biting —— 
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P ‘s P 


fi: in the conclusion of Sinaites" discussion of the 
cally interlinks and equates the polemical value of the c 
of Christ (the Entombment). As a result, the hemes 
projected as mutually complementary. Moreover ae 
pattern. The illustration of the Crucifixion was fe lo ed in chs 
tive scholion to the copyist to faithfull ie a 
ee 'y reproduce the illustration. 
scription. Comparably, he now admonishes the user of the Hodegos tc 
erly wield against heretics the twin wea reat ' laa : 
ae EReE | Weapon of Christ's cross and tomb. 
pointed to the Crucifixion demanding that his opponent observe closely 
and the body and the reasonable soul depicted upon it. He similarly insists 
ity to see and witness the corpse of Christ and its tomb. In chapter twelve, al 
sive observation, he confronted the heretic with a rapid succession of interrel 
bearing upon the impassibility of Christ's divinity. The same method - 
thirteen. After gazing intently at the “vision and terrible sight” of the deadness « 
body at the grave, he showers the Monophysite with a series of questions rat ¢ 
demonstrate the perfection of Christ’s humanity, bP 
Although Sinaites does not mention pointing his finger at the corpse in chapter 
the close relation of its theme to that of the previous chapter and the similar develo] 
of the corresponding arguments propose that Sinaites resorted to an illustration in 
thirteen as well. The explicit alignment of the cross and tomb of Christ as joint 
nents of a single weapon also suggest that the illustration of the Cruccifixion was co 
with an illustration of the Entombment of Christ.* The description of this event, 
emerges from Sinaites’ questions, further encourages this suggestion. The text 
their use of fine cloth as a winding sheet for Cl 
talso has its eyes closed. The description matel 
ions of the Entombment, none of w is, h 


(t] 


Nicodemus along with Joseph, 
corpse, which is not only motionless, bu 
most of the earliest surviving representat 


ever, earlier than the ninth century. =? 
Finally, the text of chapter thirteen includes one more indication suggesting 


stasius employed here a second illustration as part ofhis argument. A few mane 
serve in chapter thirteen the following scholion: “0 6p8660€0s. Hept pit a 
this additional reference to an image does not accompany the passage describing 
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can then be attached as corroboration. Thus, 
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falsification of texts which results from malicious in~ 
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that he quotes the Fathers from memory: Actually 
this is the only point in which he invites correction. 
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the poat-lconoclastic period, In fact, during the following 
found their place in many Iconophile florilegia. However, even though his work is ina 
sense precocions, it witnesses a respect tor v isual material that is well within the frame of 
mind of the last quarter of the seventh century 
é Whe first time the church expressed an official interest in protecting and regulating its 
religious imagery was in 691 in Canons 73, 82, and 100 of the Council in Trullo. Canon 
100 excommunicated all corrupting images." Thus, on the one hand, it admitted to the 
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parallels the use of figurative illustrations of christologieal truths by Anastasi 
twelve and thirteen of his Manual. They both fanctionas remindersorthe! h 
of the incarnation and the christological truths invested in it. Both Sinaites an 
promote the illustration of Christ's person as proof and reflection of his hun 
made possible mankind’s salvation. The difference lies in the polemical obj 
ites’ diatribe, which naturally lend vehemence to his use of visual material 
If this is correct, then one may observe that the late seventh-century Ho 
major theological arguments used by the Iconophiles a century later during UJ 
Ecumenical Council in order to justify the use of religious images by the churet 
cially demonstrates that the polemical use of christological imagery, so 13 
post-Iconoclastic period, had roots and advocates in the preceding period. \ 
stasius Sinaites ahead of his time? Probably not. Canon 82 of the Couneil in 
with Canons 73 and 100 suggest that the late seventh-century church assumed a 
rable stance on this matter. In effeet, the church’s active interest in legisla ts 
vocabulary and the interest of the Hodegosin exploiting it for the sake of th 
reveal complementary attitudes, and are possibly symptomatic of a broadet 
tury trend to enlist art officially in the service of the church. It is particu 
for our understanding of religious art around the year 700 that this late s 
trend would resort to concepts, arguments, vocabulary, and attitudes ' 
of the post-Iconoclastic period. 
But let us return to the Hodegos which, as we have just oeore offers v 
the milieu whose theology necessitated the alignment of the images 
the Entombment of Christ. The defense of Orthodoxy against 1 
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of the seventh century enough 
bout depicting Christ as dead. 
jerarcstic 08 srrist's Death with its picto- 
d and last phase of 
the present 


e = 
Monophysitism. offered 
| grounds for overcoming carl 
[ f Sinaites unbesitatingly |i 
pose. One might expect thar the in nes “fi 
Christ’s Death, his journey (© the underworld, “aie 


i of thi 
i for to. any illustration 
~ conohaatenp ete. aheel the problems attending suc han 
Toll on this subject 


its christological pomsbilices. Ther follow the chnistology of Sinaites 
i in order to fone me ‘the Orthodox de- 
“serena Pas derworld is also brought forward as part of me ay 
Christ's sojourn in the underwor's ™ sirteen, which follows shortly after the scholion 


ense. scholion of chapter th ay aps ' 
fense, It =a ape Saeed diatribe on the perfection of Christ's axes 
dpddbogos. [epi vixovos : : san : 
font M Saisie scholion, which alludes to Christ's visit to Hades, addresses for the 

. Mo ’ ee 
first rime the sect of the Harmasites The same sect 1s addressed 
ne the faithful to employ the illus- 
the same chapter, in conjunction with the admonition to the ' cies 
trations of the Crucifixion and Entombment of ¢ “hrist as 3 double-edged swore ikea 

7 © attack the Monophysitic 

of chapter thirteen, the first anti-Ha 
belief that Christ's nature was one and divine 
include a denial of the existence of a single and 
attaches Monoenergism to Monophysiusm, 
scholion.* His argument runs 


id handle the thir 


However, 
even though it exploits 
illustration will 


ie way 


only once more, later in 


holion is used t 


rmasites 5¢ : 
tes extends his refutation to 


However, Sinai 


divine energy (operation) in Christ. He thus 


and refutes both of them together in this 


If Christ’s nature and energy were one, and that (were) divine, Christ ought to be present as 


God altogether everywhere, (being) the same and complete 
and follow me on foot to some four locations in Christ's P. 
where helics dead. Afterward come with me from the tomb to | Jades. And from Hades let us 
go to Paradise, And from Paradise come again outside the tomb in the garden where Mary 
Magdalen beheld him in the likeness of a gardener. If Christ were only divinity, as you claim 
he would beeverywhere present as God in the same manner lacking in nothing, for the Divine 
a “aiid rd is (it possible that) Christ is incomplete in the tomb, since his intellectual 
tan Separated trom him when he said: “Father, into thy hands | commend my spirit’’? Let 
ts also descend to Hades and see there how Christ d ¢ 
or. hrist despoils the prison. Let us ask Adam, let us 
the bodies and mouths of the resurrected 
eet ied Saints to tell us how they saw Christ in Hades. In 
iy. What nature, and what c c 
at countenance did he arrive and desce 1? 
PIE Us Wah the racks of he as, 42 1 eand descend into the underworld? 
; i abyss? To which nature did the gate 
aa Upon encountering which form were the ae. 
have seen the divine nature bare? Begone! “ 


But heretic, come here with m« 


assion. | mean to Joseph’s tomb 


death open in 
fate-keepers of Hades horrified? Could they 


Could it have been the flesh of C No man hath seen God at any time.” Then, what? 

einen ter they beheld? Not at all. For that was lying full of 

“the spirit of man, ARS RGexw bin in a Md him in the tomb, and he had no soul, nor 
and he 

thickniess, nor a material form, bur the ind he had neither body nor blood, nor bones, 


intellec Fe ire 
tual soul alone, full of God, separated from 


ele Sinaite. | 
Hodégos, et le ‘ ® 
Monothélisme,” 41. Uthemann, Synopsis, 68ff. 








the body. . . . In brief, ifthe heretics were cS 
« ics. 
. . with body and soul on the day of aetna 


one substance and energy, and not nwo. 


However, such proof is impossi oe 

Icke possible. Therefore N physites 

wrong, and Christ has two natures as well aoe < 
The association of the Monothelete and Mo ieee 





Resurrection of Christ found here went back to Apollis ee and 


tion of Christ's incomplete hu a 

were defined in the pes of the nth Ch P 
connection with its journey to the underworld.» This, ho ise 
the number of the wills and energies (operations) in chara fae aot 
his Death. The problem reached its height in the seventh ara ee 
successful attempts to reach a theological compromise, au eae 
menic al Council of 680, which decreed that Christ tad two willatanc Oe ae 
each of his two perfect and complete natures working together for the ; 


kind 


The crux of the official Orthodox proof revolved around the Death of Christ 
human and divine will confirmed their individual and independent existence by c 


pc, 89.224f. / Uthemann, 13.6.17-102 
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Bapiis. Airy yap EvOuos by 1 rad 
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eu, ore dwtparroy mete. ‘Ee be y 
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The argument presented here, wh 
Anastasis as evidence for the 
repeated in Sermo III, also al 
89.1172ff; also, seem. 3” 

» See n. 2.70, n. 2.71. Also 
natione. Contra Apollinarium 1, 
r160f,, and De sancta Tt 
126of, (Uthemann, 3956). 
Mansi, 11.637, 639. 








































5 oF THE IMAGE : 
his death, as expressed in the agony in 
1s . 


Wah esch other: Thus, Christ's reluctance ro meet fa perfect human will in 
with each (Mat 26;38f,) was cited time and again as proote 7 ofibe Resurrection, 


J the mirac 
Christ.” Similarly, the performance boyy a before the official condemnation 
was proof of the divine energy of the God Lor een defined in the writings of Maximus 
of Monotheletism, the Orthodox positon Wt erase by the power of God. ™ Sine: 
the Confessor, who asserted that “(The Mond 0 Id be used to define the divine energy 


offers ction cou! rere 
ites anexample of the way the aca agaests char divine energy was manifested 
st lly those which were not 


of Christ. In the first chapter ofthe Hi digies, espect 
eae pectorinen —— >i (be ae) of the Canaanite woman 


yom nie a 4 P the centurion the rending of the 

“hrist, (the healing) of the child of the ¢ pie cending of the 

ened, he . bn of the sun, the splitting of the rocks, the opening of the 
fa and a : ection of the dead. For, while the all holy Body was hanging dead 
io / ne energy of the God Logos that 

(on the cross) without touching them in any way, the divine energ) 


resides in it effected and operated these (miracles) alone." 
Later on, in the eighth century, when the heat of the Monothelete controversy was sup- 
i * 


planted by thar of the Ieonoclastic controversy, the correlation of the divine energy of the 
God Logos with the theme of the sojourn in the underworld and the Resurrection was 
maintained. However, the cighth-century references did not need to argue this point any 
longer, so they merely asserted it. An example of the case with which this correlation came 
to be accepted may be seen in an elaborate paraphrase of the Creed inc luded in the Acts of 
the Seventh Ecumenical Council of 787: “He rose from the dead on the strength of his own 
divinity after despoiling Hades, and after freeing those who had been prisoners for ages.’ 
Similarly, the hymnographer Theophanes Graptos (b. ca. 775) says 


111, BEGINNING 






™ Mansi, 11.24sff., 973, 704. John of Damascus, 
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* 1124”, 2890, 708. John af Damascus 
a, cus, roinow, Kal wadurra tv ols ob mporéipaveey 
OP, Ct. 1049, 1057A~C, 1225. The Orthodox side did jaro 4 wavayla aro cape, ola tw } ris Ovyc 
‘not often stress this gument, though it never ques- ; alae 
tioned that Christ's miracles were a manifestation of 
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ed suc y o 

® raw merpaw buioyuris, Kal 4 raw tadav Burvoreis 


the seventh cent 
ury—appears " A ve 
for this. The Mosothelers, be re al 9) rar vexpiv dvdcrame roi maveryiov 9 
es, 08 the other ror vexpei raveryion yap rome 
hand overstressed this particular argument, as for ex. MPepapevoy Kai undevi rovraw mporwar- 
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See Hefele, op. cit., ur / 1.4308 avra Siempigaro Kai kenpyncey 


" 
Ad theolog Mansi, 13.1138: “rovroy 
is ' ‘ lam et Fs — ee & wrov Opohoyouper Deroy Te 
Pe: DOATITA: “tydpy & rab too Aéyor dx Bu, WO pwmoy Bud Fv Hurrépav curnpiay cravpwdi- 
wt Ue xai Davdrou yeirardar Gapri, tadyy re tp 
Sits warabéfardas, koi dvarrivac éx vexpav Tis 
buvduer Yedrnros, row gine oxvdcioarta, 
bhevdepawravra vi 












Having slept in th 
You rose by your iny 
While another sticheron goes even further: 


In the beginning 
And the Word was with ¢ 
And God was the Word 
He arose from the dead _ 
Let us give praise untohim. 
Beyond offering a key to the rationale which made the . 
Christ acceptable, Sinaites also provides a vital clue to the theolo 
stimulated more interest in the Resurrection and the circumstan 
It has been shown here that the Orthodox side used extensively 


Death and Resurrection in its struggle against three major heresies th 
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Death of Christ’s human body on the cross. Monophysitism was rej 
argument on the dead body of Christ in the tomb. Finally, Monoene! 
by exploiting the theme of the works of Christ in the underworld and h 
from it. Each of these three Orthodox arguments was not isolated from 
sofar as they shared the same objective. Their aim was to prove that each 
natures remained complete and perfect as well as hypostatically united to # 
throughout his incarnation, including his Death. i 
The official attitude of the church on these matters was defined during) 
of the Council of 680 on a theological level. The subsequent Council in Th 
reflects to some extent the way in which the new theological emphasis on ¢ 
Resurrection of Christ was given concrete shape which affected specific asp 
worship. One immediate result appears to have been the creation of regul: 
enhancing the importance of Easter and its weekly commemoration in the ¢ 
pose of Canon 66 which extends the celebration of Ea: 
Similarly Canons 89 and go add import to the: 


apparently the pur 
weck following Easter Day. 
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yearly jubilation on 
fact that Pope 


n 89, among 





jon of Easter. Specifically. Canon minders of the 

» forbids jons on Sundays as weekly re y the 
sad *“ ‘a rt of Dace aren regulations 1s ae 
ta F eae to my > Acts of the Council in Trullo because 







































y church literature 


others.” | » conremporar 

P turgy, © ae 
10 official theology and Ii “he -surrection. The late 

se suanner comparsbie f the theme of Christ's Death and Resurrec ~ a na 

found ways of updating its uses oft rd to Orthodox polemics. The new 


point with rega which un- 


seventh-century Hodegos ts 4 case 19 } the field of homiletical literature, 
| ye fers 
attitude toward these themes also entered ¢ dly wrote a sermon on the De- 


bred! es allege: 
‘co disseminate them. Thus Sinaites °°t ine oe : 
a Senate is Underworld.” The homily survives only in Syriac and remains un 
scent a ‘ j 
hic ~ylarly unfortunate, 
lished and untranslared, which 1s paruce 
oi this subject is small, However. another sermon by Pseudo-Epiphanius offers 


a powerful insight to the tenor that became acceptable to the Orthodox church at the turn 
of the eighth century.” 

4 The homily of Pseudo-Epiphanius is ¢ 
Christ's burial, his spoliation of the underworld, and h 4 
edition and translation of an old Slavic recension along with a study of the Greek text led 
A. Vaillant to conclude that this sermon was written In the last 
tury by a Bishop Epiphanius of Cyprus, w ho participated in the Counc ilin T 

The homily is a particularly baroque piece of church literature which has caused much 
controversy. The flourish and success with which it dramatizes its subject caused La Piana 
To associate it in the early 1000s with his theory of the existence of live religious theater in 
Byzantium.” For the same reasons, this homily was suggested as a possible literary source 
for the image of the Anastasis.* However, La Piana’s controversial theory conflicted with 
Millet’s proposition that the Apocryphon of Nicodemus was the source for the iconogra- 


since the number of 


fedicated to the Holy Saturday and deals with 
is raising of the dead from it The 


decade of the seventh cen- 


rullo 


Mansi, 41.081. Ralles and Potles, op. at, n, 
S12-$16. 
™ Mansi, 11.081. Ralles and Potles, op. cit. n, 
. The continued practice and interpretation of 
this canon is ap eg «Spm Studites in his 
2 1742, e , 
seo Germanus 1, all ee merriestice, * A. Vaillant, “L'homélic d Epiphane sur l’ense- 
ao a et mysticn velissement do Christ,” Radovi Starosjavenskog Insti 
‘As aresult, Justinian I ordered the arrest and ex~ Se Pesth 10. For ics date, se 


n of the to Coattanti page 16. 
4 le, FG 2G 
EE rOmische esas ge , G. La Piana, “The Byzantine Theater,” Specu- 
a mim, t (1936), 171-211, with his previous bibliog- 


n . 
aoe eo V. Cottas, Le thédtre a Byzance (Paris, 


™M. Sotiriou, “x, ; 
S , Apuroxivrnroy émeyovarwoy Tou 
Bufarrwot Moureiou,”” 290 n. 2 


Anastasius’ works by Uthemann, cexii f., yo1f 

Pseudo-Epiphanius, In Sancto et Magno Sabbat 
PG, 43.439-404. Also in Epiphanii Episcopi Constantiae 
Open. G. Dindorfius, ed. (Leipzig, 1862). J. Quas- 
ten, Patrology (Utrecht, 1960), in, 195 







































phy of the Anastasis. As a consequence, 


jected outright.” 
But as we have already seen, the text of Nicod 
for the image of the Anastasis.% For similar reasons 
not fit this role either. Both writings include maje he 
examples of the image of the Anastasis, and vice versa 
story behind the image were widely known and used lo 
pieces or the image made their appearance. Consequentty 
three pieces of evidence is not warranted by the inform: 
sie eee i . _ comets that in the past twenty years these t 
redated in the seventh century, one may suggest that they 
growing interest of the seventh century in Christ's Death and Resur 
here to underline a common feature which has been regularly ignore 
cryphon of Nicodemus and the homily of Pseudo-Epiphanius are not on 
the exploits of Christ in the underworld, but also express a deep int in 
burial of Christ's body. All these factors match well with the theological 
expressions of the seventh-century interest in the Death of Christ, his Buria 
of Hades, and the Resurrection from it. 
There is little doubt that the liveliness and immediacy of this dramatich 
greatly to the faithful and provided an attractive way of popularizing official 
the post-680s Orthodox church with the help of such passages as “Yesterday 
Friday) the incarnation was demonstrated, today the authority; yesterday the: 
today the absolute mastery; yesterday the humanity, today the divinity. Yester 
stricken, today he strikes the abode of Hades with the lightning of his diyint 
he was bound up, today he ties down the tyrant in indissoluble bonds; ye 
condemned, today he presents freedom to the condemned.""* 
Given the populist qualities of this sermon, it is not surprising to find it ine 
the Triodion as a reading at the end of the Holy Saturday Vespers.” Althor 
inclusion is not certain, the homily surely enjoyed immense popularity in ¢ 


i 





door, the broken gates, and the broh 
and chains, which litter Hades, 


Millet, Recherches sur Uiconographie de l'évangile, 

612-618, esp. 616ff 
* Above, rof., 14ff., 30. 

For example, Christ entered Hades “holding the bbs 
victorious weapon of the cross” (PG, 43.461) Father omMEROP TS ris obdernay x0 
than the scroll. He stabbed the tyrant of the rhe 
world, and had him bound in chains, but did not A x 
trample this tyrant underfoot (PG, 43-456). These are 7 Tov gov bonita oleyrnipion 
some of the motifs mentioned in the homily whichdo onyepe Grirors Beapois Ker 
hot coincide with the carly examples of the iconog- xdes morredixtiCerds ieeAOm, 
raphy of the Anastasis. Furthermore, two themes that aageie pI 
figure prominently in the homily do not appear in the » Triodion Katan 4 
image until a later date; namely, the theme of 238. 
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ly Saturday 14 


great many liturgical manu-~ 


F i ics for Ho 
" wel ae with its popular use within the 
x h the lirurgical attention paid 
aa wo Easter. The early cighth 
ich energetically expands on 
This is another homily 


anily, 


bic f this ho 
“The subject matter and content of © to 


chi celebration of Holy Saturday, 
oe erwin Council to the enhancement the “ee - 
century, moreover, might have produced another homuy 


f Epiphamius 
y the themes, virtues, and style of the homily of Pseudo- aH ani Mechs, his descent, 
for Holy Saturday which, a 


the themes © = nt 
from Hades ts = the theme of the lamentation of the eile over 
Resurrection from _ introduc 3 ‘ cn 
¥ vite dead body It was published as a homily of Patriarch 
that has been seriously disputed." _ 
Therefore the canonical decisions taken by the Council 


genera i > eighth century 
® Ht ted by the first half of the eighth é deme 
d oe maple i introduction to church ritual of major hymns such as the Holy Sat 


urday Canon of Cosmas of Maiouma," and the Easter € <p of ‘am eee 
These hymns make a special point of including formulaic esecapragh — i 
Monoenergism, and Theopaschism, some of which may be seen in the passages already 
cited here, 

By using the Hodegos of Sinaites as a guide t 
and applied theology, we have been able to trace in the 
to answer important heretical challenges with lengthy arguments based on various aspects 
of the Death and Resurrection of Christ. The solunons chosen by the winning party were 
' authorized by the Sixth Ecumenical Council of 680-681. Their application seems to have 
} been initiated by some of the decisions of the Council in Trullo. From then on, the spint 
Of the Sixth Beumenical Council was progressively integrated into the worship of the 
Church through homilies and hymns. The works mentioned here hardly encompass the 
entire range of literature on seventh- and early cighth-century christology, but they ade- 
quately illustrate the extent to which theologians were now forced to define even the mi- 


Germanus I, 


s of 680 and 691 seem to have 


An expression of that ac- 


© the maze of seventh-century theoretical 
broadest outline this period’s need 


~ 
mi i Hara ooaerilbogien * In Dominici Corporis Sepulturam. pc, 98 
woo Bhrhard, 

= a ay feckearaginaa ae Il (1222-1240) without explaining his reasons 

$0-$2 (Leipzig, 1943), passim. Des am i Same is true of M. Alexiou, “The Lament of the 
of an index, even a cursory eAeain, ? irgin in Byzantine Literature and Modern Greek 
; chision of this homily in rubrics of manuscri ‘ Pee Byzantine and Modern Greek Studies, 1 
‘pudhahed by von Bhrhurd Proves its Sipadadsy eed uat This Opinion apparently depends on the 
Ne EXCENE sUiBRests an carly and widespread prace s te of the Epitaphios Threnos of the Virgin, and its in- 
ipive the opening words of the h lusion in the Holy Friday Services. For this, D. | 

Dinepow my.” A close: jom= Pallas. Passion und Bestattung Ch zanz - 

‘ " study of ig Christi in Byzanz (Mu: 


id Probably yield a more cee reehete o Alexiou, op. cit., 119 and n. 16 


ies Popularity of this hom- 


to Prof Henry Magui " Above, n. 2,72. 
ire fi " 
of this publi sure for =“ John of Damascus, Easter Canon. pc, 96.840-844 


244-290 
Beck, 475, attributes this sermon to Patriarch Ger- 

















































nutiae of the time period spanning C] ‘ 
tomb. This massive confrontation of the theolocies 
clarify the theme of Christ's journey to the 
erto this doctrine had been employed to dem 
natures" and to define the intellectual capacities 
was also used to demonstrate the invincible power o f 
though perfect human nature. The apparent increase of 
urday and Sunday to reflect better the growing liturgical im 
firms the renewed interest of applied theology in the last p f 
The importance of the text of the Hodegos increases within the 
the polemics of Sinaites supply a different example of applied 
which is on a less exhalted level than liturgy, lies more with effectiveness tha 
Asa result, Sinaites follows a more populist line in his choice of argument, 
material evidence. His introductory call for extensive and methodical use: 
resentations seems unique for the seventh century. But it is doubtful he w 
fender of the faith to use pictoriated arguments, since his attitude ap 
gerated echo of Canon 82 of the Trullan Council. ‘A 
Thus the Hodegos permits us to reconstruct the doctrinal context which 
aligning the scene of the Crucifixion with that of the Entombment as at 
ugainst two major heresies. Although the present edition of the Hodegos does 
the reconstruction of an illustration of the Anastasis, the continuous as 
theme with the previous two in the literature of the seventh and early eighth 
gests that its pictorialization had a similar background and aimed at similar 
image of the Crucifixion and the Entombment, that is, as a “material obje 
of arguing against a major heresy of the latter part of the seventh century. 


C ork 


EARLY “MATERIAL FIGURATIONS” OF CHRIST S DEATH AND A 


Lifting the pictorial ban on the death of Christ did not mean that the use 
was necessarily established overnight, or that the earlier pictorial types 
forbidden. Instead, the old types coexisted for a long time alongside tl 
became acceptable. Furthermore, the newer pictorial solutions met with di 
of acceptance, but this is difficult to chart owing to the paucity of the si 


from this period 
~i# 
“a, 


The Crucifixion . 
<i 
¢ best basis for the depiction 


Although the text of Sinaites provides th 


cross, the first example of this iconography dates from the early 


“ As, for example, Gregory Nazianzenus, a pores 


XLV. In Sanctum Pascha, PG, 36-6408. translated by Ph. 
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— 
we 
as i _ 

















































: sie ‘of the new type of Crucifixion an 


continued use of the colobium to cover Chri 
the earlier type of Christ alive on the cross 'n 


newer Ico! 
h century. By then t 

’ ” , 
ther icon from Mount Sinat ee ied by 


icon. The basic characteristics of the 
fully developed by the rurn to the mint 


the loincloth, as seen in ane 


: the second Sinai icon, did nor signa 
graphic type of Christ alive ont 


of the Macedonian period.”’ 


The theme of the Entombment h 


 Weltamann, Sinai Ions, 1, no. #16, Or-6g with 
bibliography. Por the earlier dating Belting 
"Das Kreusbild im Hodeger dev Anastasius Sinaites 
york. 
 Weiremann, Sinai eons, t, no. 90, 79-82 
* Ay for example on the altar crow from Ephesos 
at Vienna (Wessel, Die Kreuziguny, 28), the enamel 
cross at the Museum of Georgian Art in Tiths (Ch 
Abnicanachwili, Les deux de Georgie (Paris, 1962) 
3H}; the enamel bookcover in Venice, Marciana 
cod, lat. 1.104, gia Reserv. 96 [J Beckwith, The Art 
(London, 1961), fig 110}; on fol. 87° 
ae Theodore Paalter of 1066 [S. Der Nersessian, 
menos des prautions grees du Moyen Age u. Londres 
Add, ipyse. ibliotheque des Cahiers Archéolo- 
wiques: 5 (Pare, 1970), fig. 143. Also below, 129f |; at 
o¢ ‘Seki Kilise and Kokar Kilise, members of the 
: troup of Cappadocian churches [M. R 
Wall a ‘estle, 
" Painting in Asia Minor (Recklinghau- 
967), pls 485, 476, Hereafter: Restle]. A thir- 
x feinterpretation of the colobium ao 
ent confirms its late survival. This may 
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from a portable icon at Mount Sina. 
: d the earlier icone 


Nevertheless, the fully developed image of C 


| the immediate 
he cross, Thee 


ad no antecedents W ith whic 


pears to offer the earliest reference for a pe yssible pictorialization oft 


is consistently absent from earlier christologic 
Vita S. Paneratii, bishop of Tauromenion, Ww 
tury.” The Entombment forms here part of a 


MAGE 





nk between this early ver- 
pe is underlined by its 
et chat an example of 
j to date the Sinai 


+ The direct I 
graphic CYI 
st’s body, and by the a 
§, Maria Anrigua was used 


nographic cype of Crucifix 
he colobium had given way to 


jon had been 


4 the cross, 


“hrist dead ot , 
f the earlier 1cono- 


disappearance © 
wo types continued to coexist up to the end 


The Entombment 


fh to compete.* Sinaites ap- 
his subject, which also 
al cycles. A second reference appears in the 
hich probably dates from the seventh cen- 
hristological cycle ree ommended for the 


Mac Lean, “Der berliner Codex graecus quarto 66 


und seine nachsten Verwandten als Beispicle des St |. 
wandels im friihen 13. Jahrhundert,” Studien fiir Buch- 
murlerei und Goldschmiedekunst des Mittelalters, Festschrift 


fir Karl Hermann Usener zum 60. Geburtstag am 19. Au 
gust 196s (Marburg an der Lahn, 1967), 225-250. Lam 
grateful to Prof, Huge Buchthal for pointing out thi 
corroborating miniature 
© For the earliest examples of the Entombment 
see K. Weitzmann, “The Origin of the Threr De 
Artihus Opuscula XL. Essays in Honor of Erwin P 
iky, M. Meiss, ed. (New York, 1961), 476-490 
Also, H, Le Roux, “Les mises au tombeau dans }'en- 
luminure, les ivoires, et la sculpture du [Xe au XIlc 
sitcle,” Mélanges offerts d René Crozet (Poiticrs, 1966) 
§, 470-486. M. Sotiriou, “'Evradiucpss-Opnvos 
oe Xpror “Apx. Er. 7 (1974), 139-148 
Vita S. Pancratii, ep. Tavromenii, trans, mm 
Mango, Sources, 138, 265, 137.1. 75. A. N. Veselov- 
sea Is istorii romana i povésti, 1. Shornik otdélenija 
ty aaleetegibagenal imperatorskoj Akademii 
(Berlin eal, ), 77, H. Usener, Kleine Schriften 
. + W, 418-421. Beck, 513. Also A. Fro- 
low, La relique de la Vi ji a 
vaie Croix, aoc 7 (Paris, 1961), 
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ninth aig who dates the text to the eighth or 
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decoration of churches. The First Letter 
tions a representation of the Burial of Chris 
the date of this letter and its authenticity are far 
If these sources date from the seventh and eigh 
of the Entombment was easily accepted after a go: 
vided for it. Nevertheless, its inclusion in dices 
like the Crucifixion. It is omitted from the mosaic. 
VIL in St. Peter's (705-707). Itis also absent from the; Di 
Constantinum Cabalinum, which has been dubiously attributed | 
position reserved for it in post-Iconoclastic christological 
see. Thus, although the Macedonian period saw an expansion ou ; 
of Christ, it did not consider either the Entombment, or its v : 
enough to integrate them definitively in the standardized feast cycle. 


The Anastasis 


The situation is different with the theme of the Resurrection, Surviving 
new iconography show that the Anastasis was accepted by the first di 
century. They also indicate that it was allowed to supersede the Myrophores 
ical cycles at that early date. The few and uncertain literary sources that Surviy 
confirm this. The First Letter of Pope Gregory I to Emperor Leo Il me 
stasis as part ofa christological cycle between the scenes of the Entomb 
cension. Here it is designated only as Anastasis without specifying its co 
letter, known as the letter of Pope Gregory Il to Patriarch Germanus and usu 
the first half of the eighth century, defends the right to represent in images 
Passion, the spoliation of Hades, and the Ascension of the resurrected Chri 

evidently refers to a pictorial cycle that includes the image of the Anastasis. 
Vita S. Pancratii specifies the need fora representation of “the Anastasis ou 
christological cycles used for the decoration of churches. The description in. 


stantinum Cabalinum is even more explicit: “(Let us look at) the Anastasis, 
world, how Christ tramples Hades underfoot, and raises Adam." J 
* Mansi 12.9678, J. Gouillard, “Auxorigines de) Pes Oeiae Goud ei atthe 
manus is the author of this letter, Of 


Viconoclasme: Le témoignage de Gre oire 112” TM, 3 . 
(1968), 289 |. 163 and 253ff Contin believes that eo pace 
both the first and second letter of Pope Gregory Ito 74351" ‘4 AES 
Empcror Leo Il were rewritten 1n the late cighth or streites und sein Entwickl lung bis in ie 4 
early ninth century without precluding that they still Jahrhunderts Mus ae 
echo the Pope's views. onthe ‘ = 

" Adversus Constantinum Cabalinum. PG, 95.316. originally eat 
Beck, 479. G. Lange, Bild und Wort (Warzburg. an anterpo lates , 
1968), 141ff. 

© The letter to Patriarch Germanus includes the 
phrase “Kai rov Gbnv doxvAevoey.”” Mansi, 13.966; 
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y of the Resurt' 


= 
y - 
a 
). The Anastasis appears 


; rf 

surviving examples of the new icono we | 
101 om from the pontificate of Pope John VII (708 of the mosaic Fae 
twice in fresco it §, Maria Antiqua (figs: 14 b),™ and once . - , 
twice in S. . 14a ; “a 

' ‘ ys). In the 

tion of the Oratory of John VII in St rane i oe tid Bee tetatatier 
| Dees! cye copies y condition of the firse ow has deteriorated 


. entar j “rt’ 
extensive christological cycle. The frag Spee iis necessary to rely on Wilpert’s 
nce! ye 


‘since their publication in the early twe Even worse, the more 
watercolors more than one might have wale « made before its demolition 
from the Oratory of John Vilis known only through drawing 
hd first three representations of the Anastasis are closel 
graphic essentials. They are thought to be an eastern iconograpme™ = 
politan origin, and not a local artistic invention. Moreover, the next a re nats 
of this subject, which also comes from Rome, appears over one hun¢ red years a ig 
3)), tis. a mosaic from the Chapel of S. Zeno in S Mana Prassede from the time of Pascal 
1 (817-824). These three examples in Rome stand, therefore, as 0 
earliest eastern iconography of the new and vital image. This factor coupled with their 
early and isolated date magnifies their importance and rec ommends special attention 

The dramatis personae in all three examples of the early eighth century are ¢ hrist, 
Adam, and Hades. Eve appears in the fresco of the entrance to the Palatine ramp in S 
Maria Antiqua, and possibly in the Oratory of John VII. She is rising from Adam’s side 
making a gesture of supplication. Both her absence from the fresco of the Chapel of the 
Forty Martyrs in S. Maria Antiqua, and Christ's marked indifference to her, suggest some 
hesitation about hier presence in this scene. Thus, though accepted, Eve is relegated to a 
Sceondary position, decisively excluded from the immediate action. Christ does not pull 
ied pe sehen. She goes wherever Adam goes, but asa follower, not as an equal. The 
t Seng and the image is determined by the remaining three figures: Christ, 


(a) Anastasis fresco, doorway to the 
Palatine "GG U seriz t 
ramp. 1, S90, 1, ph 168.2. P J Nordhagen, Pietro in Wa ee ita tan as 
“useaie a é H Vaticano, Codice Barberini 
Aiakyeey oe 70$-707) in S. Maria 
i AstalRNory, 4 (1968), Sif, 93, 
' ‘ 101 raphael Idem, 
7 4 te s ae sage 
eg de : rd sscaplae M. van Berchem, E. Clouzot, Mosaigue ate du 
Use” sit (b) nog oy iil os [Ve au Xe sidle (Geneva, 1924), 209 217. S. Waet- 
= ert +h ewes Kopien des 17. Jahrhunderts nach Mosaiken 
es Vile, oo. Wandmalereien in Rom (Munich, 1964), nos. 804, 
Mos PP. O86, figs. 477, 478. PJ. Nordhagen, “The 
saics of John VII (4.0. 705~707),"" ActalRNorv, 2 
(1965), 121~166, pl. 18 is an 
- Wi 
Stas M, 891, and Lucchesi Palli, RBK, W 
Meise , a= do not see Eve here. Grimaldi’s 
1 ‘on fol. to4" and 95" of Var. Barb. lat. 2733 
PPear to contradict them. Also below, 2101f. 
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rwo, it is used inde- 






important mosaic 


y interrelated in their icono- 
hic import of Constantino- 
ed representation 


as the only reflections of the 


Latin 733 
Re Niggl, ed. (Vatican, 1972), fols. 90"-91", fig. 39 
fols O4-95', hg. 42. 1. Ciampini, De sacris aedificiis a 
Constantino Magno constructis (Rome 3 













































hold of Adam's wrist with his right hand, - 
right foot. He is cross-nimbed, holds a scroll 
in a brilliant mandorla of light. The mandorla 
rial world with two significant exceptions, The tip o 
outside the mandorla, while Adam's hand, still limp, ; 
Adam, who forms the second side of this triangle, is rising 
sarcophagus. He is an old man who continues to have one foot 
not participating actively in the vigorous action that focuses 
is entirely dependent on the will and energy exhibited by Christ, 
On the contrary, Hades is a dark muscular figure still trying b 
ritory and possessions. Although Christ’s trampling foot effortlessly 
Hades is still trying to support his falling body with one hand and ab 
the other hand he is trying to prevent Adam's leg from rising out of 
Obviously, the primary theme of this image is neither Christ's n 
his Resurrection from it. The interest is focused on the deeds of Christ int 
These are analyzed into two interdependent actions; the raising of Adam: 
trampling of Hades, whose hold on Adam is in the process of being broke 
terization of the personality of each participant describes his individual role as 
succinctly, adding great cohesion to the content of the image: The fore: 
impeded power of Christ the Logos Incarnate ts contrasted to the resists 
moment of his defeat, and the helplessness and slumber of Adam whose r¢ 
sively the result of Christ's efforts. Thus, the contrasting behavior of the th 
nists heightens the drama of the image. : 
hy offers indeed a forceful illustration of the will and en 
divinity in action. The mandorla, which explodes with light in the case of 
ry mosaics, underlines this theme in a particularly judicious manner. 
mandorla is often called, was understood as “an outward manifestation of the 
vine essence” and was used as such in the yisual arts at least as early as th fi 
In the case of the iconography of the Anastasis it stands for the “flashing li 
e abode of Hades, defeated its tyrant, set his 
“the sun of righteousness.” * 


This iconograp 


orato 


ity” that hit th 


into darkness as 
A Patristic Greek Lexicon, W- “Béga.”” and Mediseval Studies in Honor 9 A 


« gaAnnecns Jt. (Princeton, 1953)- 305-31 
ci 19680), (Panis, 1943-1946). Th, 203+ 


» Lampe, 
Also E. Kriaras, Aeguxd Tis Mecauun - 
koi Anpodous Tpaypareias (Thessalonike, Meaning 
w. “Béga,"" M. Sacopoulo, La Theotocos & la mandorle Ongin me ae 
de Lythrankomi (Paris, 1978). 29-40, 102-108; 31ft fr OMe sa), 255-265. For' 
terminology; 34 n- § for mandorlas as signs of the- cans iS : 
ophany. A.H.S. Megaw and E.J.W. Hawkins The nogeahy 
Church of Panagia Kanakaria at Lythrankemi in pit 
(Washington, D.C., 1977), 76-79% 94. A. Grabar, 
“The Virgin in a Mandorla of Light,” Late Classical 
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ostaric UNION with C F 
Saas ady been asserted in 


ii ible in Hades thanks | 
ge ss soot ts lg who also explained 


F he hur 
soul. The possibility of depicting ¥ Jonike, 
half of the seventh century by Bishop John ok aa ¢. human souls) to be spir- 
h recognizes rather as having 2 fine body of an 


‘why, as well as how: “the Catholic Chure! 
p -jtual, but not altogether incorporeal and invisible 
-gerial or fiery nature." 

In both frescoes in S. Maria Ani y 
shape of his human likeness by means of rapid impr 
‘suffused with white and red, of white and yellow—t 

ighit-catchin old of mosaics. At the same ume, 
oe re ned only too well that the er ba oft 
through his visible human soul, thus allowing peo - the s-émscribable 
ulation to perceive in Hades the sang cof the tl 

iV fore, the pictorial fo 
cr eriand ite iting of the will and energy of the Logos performing 
the miracle of the Resurrection undivided trom ¢ hrist’s hu 

Appropriately, Adam's hand is allowed to enter the mandorla, His reentry to paradise 
is imminent. tn fact, his admission to the sphere of the divine has already begun and his 
deification (along with the deification of mankind) ts already under way in this miracle of 
te-creation, as the Anastasis came to be known.'” 

Jp reverse, Christ's foot comes ever so slightly out of the mandorla of light in order to 
trample effortlessly the overthrown figure of Hades on the crown ot his head. At an early 
date Christian art borrowed from imperial art the theme of the triumphant trampling of a 
) defeated enemy producing the theme of Christ trampling on the asp and the basilisc. The 

Pestiire Was well-known since it formed part of the ritual of imperial triumphs, one of 

wot Was celebrated in 705 in the hippodrome of Constantinople in honor of Justinian 

IL The trampling Of Hades, the enemy of mankind, by “the invincible power” of the 

redeeming Logos is hardly surprising. However, the studious trampling with one foot, 


of Christ ts rendered in the 


m jal soul 
tiqua this fine and aer pale shades 


essjonisuc brushstrokes in 


he traditional fresco substitute for the 
the mandorla of light enveloping 
pressed its will and energy 
he underworld pop- 


se invisib! 
Ja used to stress succinctly that the 


iman soul 


——____.. 
sonata see, for example, John 

eae Canon, FG, 06.8414; Epiphanius, Holy Friday. A. Wallis Budge, The Book of the Cav 

tne vewuerestionis Christ, v6, 43,465 where Malachi Dee Gar oat This 


— epee Treasures (London, 1927), 221 ff., 6off., 73. This 


is paralleled to the day and hour of Christ's Death on 


er 8 echoed in Pseudo-Chrysostom, In S. Para- 
¥ 1046. Bt heya: Sterces ie! 6, 62 722 Here the sixth day of the Creation, 
ww ‘Beek, tanslar Mar . raed of Adam's expulsion from Paradise, is paral- 
Tei iletpteation of the Anastasis as an act of Chriss Pascopening of Paradise on the sixth day of 
‘ Ble tefiectedin « ote. Fists Passion. John of Damascus also uses this idea 
; special them po “aoa homily on Holy Friday, pc 
ndic a 
i em also takes the same idea for granted 
ein Posh onus, ed., Cosmas Indicopleustés. Topo- 
rélientie, SC 159 (Paris, 1970), 11, o4f 


| mG i 
Passion. In this Sch eee b empereur dans l'art byzantin, 129, 195 


wartz, ** i 
from grace stasis,"" 33f, A New Source for the Byzantine Ana- 


96. s80f. Cosmas 
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which is the only part of Christ's humanity outsi 
significant. It suggests that the instrument of the, 
ture through which the divinity first baited and then 
was associated with Christ's descent to the underw. 
oped the idea that Christ's humanity served to deceive 
forces ie I ~— 7 him into a destructive confrontati o1 
sion in the Orthodox Manual b Pa 
theme in the early eighth aaa [a 
If this analysis is accepted, the iconography of the Anastasis may b 
trating the main soteriological and christological arguments cano c 
menical Council, applied to some extent by the Trullan Council and syste 
of Damascus in his Orthodox Manual, This image can offer a “materi: 
Monotheletism, and Monoenergism, as well as “material proof” in fayor: 
position on the subject. Thus, the earliest examples of the Anastasis actu 
TPOYLATKAL TAPATTaCEs, and as Sinaites suggests, a forceful defense of | ni 
view point 
An analysis of the method followed in selecting these elements of Christ's sojourn 
underworld which will be included or excluded in the earliest examples of this it 
phy proves instructive, as the scheme of the action depicted is based on we 
torial formulae. The motif of the triumphant trampling of a defeated enemy 
with, or independent of, the motif of lifting up an unfortunate dependent draws o1 
ard imperial triumphant iconography, as Grabar and more recently Schwartz werea bI 
show. Given that all texts treat Christ’s victory as a royal victory, the choice) of i 
graphic blueprints that also corresponded to live imperial ritual at the turn of the 


was eminently appropriate. Z 

A very small range of pictorial formulae is employed to characterize the actors. 
closed color scheme help define succineth 
performance as a manifestation of the Logos Incarnate. In addition, the scroll 
offers a secondary, supporting traditional reference to the Word. 

The dark naked body of the trampled figure contrasts significantly to the ether 
of the Logos. We have identified this figure as a personification of Hades on the 
inscriptions that accompany later examples of the Anastasis. But this figure is i 
Hades, master of the underworld, a mythological personality whose actions were 
known. That mythological figure was coconspitator of Satan, whe uy 
Hades with new prisoners. Hades was helpless without Satan and secondary ‘ 
his dominion depended on Satan's performance, Ifthe iconogathee ea 
here the defeat of the person of Hades, lord and keeper of oe ; 
should appear next to him, as is the case with the meso vould be Be 2 
known to have existed by the mid-eighth century- There wo : 


crete use of the mandorla and the en 


"= McCulloch, The Harrowing of Hell, tg9ff. John of Damascus, De fide ont 


r 
— 






































ind only result: Death. 


4 interpretation of the figure under Christ's 
‘ ele parallels, From the fourth century, Te 0 
‘ney to Hades had variously identified the person defea 
Death, Apparently all these themes stood as m 
grace.'® More elaborate narratives however, such as| ; 
certain related sermons of indeterminate date, deseri 

Hades before Christ's triumphant entry, as w 

is delivered to Hades for safekeeping unul the L ast Judg 
two figures is differentiated, The opposite ts true of th 
which also deals extensively with the siege of the underworld 
talks only ofa “tyrant.” The tyrant, however, 1s analyzed as 


“the bitter dragon condemned," and so on. And 


annizing death," “the snake trampled,” 


_™ McCulloch, The Harrowing of Hell, 200. John of 
Datnaseus, De fide orthodoxs, ro, 94. 1096, identifies 
sin as the initial cause of death. be also calls the person 
defeated by Christin Hades: “tyrant” and “death.” A 
definition is given in the disputed homily of 
ie ‘on Holy Saturday, re, 98.2930. 
es gag Apocrypha wy (xx). Tischendorf, Jogi. 


: ius Alerandrinus, De adventy a 
“Antwuntiatione Joannis apud injeros, PO, 861 8. sop~¢35 


' (a cried je PG BOL 1.5 71= 48, 
chrysosto Uke. FG, 86/ 1.383-4o6, 


1, PG, 62.721~ 
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Jeaving Satan, his supplier, free. Uni 
Id be understood as a conflation of these 


Pseudo-Epiphanius concludes: “(If you follow Christ, you will sce) 
death to death, how he corrupted corruption thoroughly, and w here he restored man to 
his ancient purpose," which clearly relates to the best-known Easter kontakion 
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jreumstances, the trampled fig- 


der the € ‘ represented by their 


two evil forces 4 


foot 35a personification of Death has 
ferences to the story of Christ's jour- 


ed by Christ as Hades, Satan, or 
d allegories of man’s fall from 
chas the Apocryphon of Nicodemus, and 
«a dialogue between Satan and 
binding of Satan, who 


etaphors an 


ell as the subsequent 
ment. Thus, the idenuty of these 


he homily of Pseudo-Epiphanius, 
This is more guarded and 
“the bitter and insatiable tyr- 


where he put 


Christ arose from the dead 
Trampling on death through death 
And presenting life 

To those who were in the graves." 


This, the figure trampled here stands for a conflated and suffused mixture of Hades— 
the lord and keeper of the dead and the underworld regions—and Satan—the devil, the 


homilies: Eusebius Alexandrinus, In venerabilem cru 
fm, FC. $0.815-820, and idem, fn triduanum resurre 
dionem Domini, rc, <0 821-824 

MPG, 43.4520; “O mxpds Kai dxdpectos Javaros 
Wparrious; 4560-8: “mas BE thy ddu 






rarnres 
1) Mak mes TOY mxpor KaTEBiKnace BpdKovta:” 4568 
we : 
ov bk Toe Ddvaroy fWaverocre, Kai mas ry ddoper 
Kath 7 a 
0npe, Kai now Tow ivIpwrov eis 


rhomoey dfione."” 


rh dipyaiov Ka 


Npurrig dvéorn kx vexpaw 
Yavery Davarov rarhcas 
Kak TOL bw ToIg Mian 
(ory xopurapevos 


Nevrnxoord por Xapus 
liens ¥ Xapudovvoy (Rome, 1883), 6. Fol- 
+ Initia hymnonem ec 


Baumstark, “Bilde clesiae graecae, v, 104. A 


F id Lied des chi K me 

Festichrj % les christlichen Ostens, 

nn i ae seehsigiten Gebiirtstag von Paul Clement 
1926 (Bonn, 1926), 168-180. 
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snake, the dragon who brought about the fall 
form of corruption and mutability.°7 

Finally, Adam is characterized by his old, white, 
his long sleep of death manifested by his single e : 
So, the particulars of this image are communicated. 
nomical range of potent motifs and compositional for 
borrowed from more than One context, is eclectic. Its pre 
more than it actually depicts, extending the message of the im 
ity that has gone into its pictorial vocabulary cannot be fully 
review of the elements excluded from this iconography, event 
known and appreciated. ’ 
Beyond the dark color of Hades-Death, nothing suggests thar ' 

in the dark interior of the earth, Even Adam's sarcophagus is on the surfac 
Similarly, Christ's descending is limited to a light inclination due to hi 
Adam. Moreover, the gates, bolts, and keys that were demolished in 
Christ are omitted entirely, their place taken by the slab which covered the 
and Eve and now lies to the side. Also omitted are the gate-keepers who ¥ 
the angelic army that accompanied Christ; the differentiation of Hades 
ready mentioned; all reference to the battle and to the weapons used to stab" and 
bind Death before Christ could reach out to Adam and perform the miracle ae 

urrection = a 

This iconography is economical and judicious in its selection of a pictorial vocab 

It also proves to be equally systematic in its evasion of major narrative features in’ 
Consequently, the topographical and chronological specifies of the story are excl 
diffused in the earliest examples of the Anastasis. al 
The Anastasis at the entrance to the Palatine ramp elaborates the core of the story furth 

by including above Christ's head two small white-clad figures ina vague landscape. 

act role of these two figures, visible only in Wilpert’s watercolor, cannot be 
accuracy, though they may represent the anonymous dead who rose at the tim 
urrection,'"" functioning as a reference to the universality of the Anastasis. T his 
appears to have been peopled by other figures as well, if various diverging 
may be accepted."!* While those figures are no longer visible, their conflicting d 


The equation of the terms tyrant, death, and sin 89.225- ) Uthemann, 13.6.50f- 
is used by John of Damascus, above, m. 3-95- »~ Evangelia Apocrypha, mw 
M. Alexiou, The Ritual Lamentin Greek Tradition (Cam= 307. James, pee 
bridge, 1974), 26, 4of, suggests that the ideas of ne Brazen, 54 Spica 
death, Charon, and Hades are fused together in the bp 7 a a 
folk tradition. Although she does not trace this idea be epee “The Frese 
throughout the Byzantine period in detail, Pseudo- bs 
Epiphanius and John of Damascus bear her sugges~ 
tion out to an extent. hani it., 9G, One more fi 

* For example, Pseudo-Epiphanius, op. ©, z robably. 
43.4576. and pera Sinaites, Hodegos, #6, Tumi, PP 


a 


705-707) in S. Maria 
hind an: 5 
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11. BEGINNINGS or THE IMA 
es! 


ease, the pr 
NOE e not the only ones 


{for great caution ence of extra figures in = 
- age er : to rise at the 
‘of the Anastasis asserts oe Adam and Eve wer 


1 the early examples sug- 
jesigned to be a visual 
cof Adam along 


those excluded fron 
4s not at this stage © 
» of Hades, and his rescu’ 
Ifto the only nwo points in the narrative 
tof view 
lized at the moment of the raising 


of the elements included to 


gests that the iconography of the —, w 
7 jon of the chronicle of Christ's spolation 
with himself from the underworld, It restricted sat 7 
ofthe story, which were essential from 2 doctrina ~ 
rative, the image offered a metaphor of the salv antl 
of Adam-Everyman following the defeat of Deat outlined rather than described here 
on the beholder’s familiarity with the story, which 1s Be phin visual vo- 
The success of the image therefore depends or ee and 
cabulary, and its ability to stretch the narrany: 
cogency of the portrayed action ts used to integrate this 
though the early representation of the Anastasis is in ctlect a doctrir eel . 
vincible power” of the Logos, it sufhic jently maintains its association with the story that 
inspired it to offer a less than abstract parable and a parac 
in action, 
— representations of the Anastasis at S 
area of the exit to the Forum Romanum, and the othe 
atine ramp and the Palatine palace. Ina recent article Nordhagen put forward the hypoth 
esis, that each Anastasis pane! was associated with another nearby panel whose theme he 
reconstructed as the Adoration of the Virgin by Pope John VII. He suggested that the 
theme Of the Anastasis, together with that of the Adoration of the Virgin by the Donor 
Were joined in 4 system of portal iconography taken over from Constantinopolitan palace 
decoration." 

Nordhagen's most iMigenious hypothesis is apparently based on his long and fruitful fa- 
milianity with S. Maria Antiqua. It is most unfortunate that the fragmentary condition and 
oye Of the frescoes makes verification of vit 
Bee raercmrsbersonnsiooftc Asan pant The 
the Anastasis at the entrance to the church te Roem, one o .. 

ae , even the recons 
figure of the Virgin is not entirely certain, judging by Wilpert’s w Sag 


‘Mloration, Norhagen 


10 the Old Testament 


Thus, instead of a nar- 


the artist relies heavily 


n the assoc : 
¢ beyond the image itself 
pseudo-narrative image So al- 


yal metaphor of the “in 
diam of the will and energy of the 


Maria Antiqua are single panels. One is in the 
ron the doorway leading to the Pal- 


al points in this hypothesis impossi- 


*| adjoining 
ction of the 


atercolors.''* Morcover, 


a the distribution of these figures alone would ren- 
tler the Anastasis of the entrance to the P: 


alatine Ramp 
unique 


oT nga “Kristus i Dedsriket,”” 160ff. My 

5 7 

impor ie aes to Prof ®. Hjort for translating this 
portant article for me Idem, “ ‘The Harrowing of 


Heh 
sa a8 Imperial Iconography. A Note on Its Earliest 
$e," 345-348, 


* Wilpert, iv, pls. 167, 168. 





































Nordhagen offers no evidence for the attriby 
stantinopolitan palace decoration. 


mains that both of these Anastasis Panels are located in: 
sages into and out of the church. This ay fered : 
themes mp of Hades and the Resurrection: eae 
The key to this association, which ha ii 
which commands: “Lift up your heads, O eee I 
And the king of glory shall come in! Who is this king of glory? 
mighty, The Lord mighty in battle. . "1s ; 

This a has a long history of liturgical usage in eschatological context 
into the history of Jewish worship. By the time of St. Justi os oe 
person of Christ. Subsequently, i a used in pelpins th 
odemus in reference to the spoliation of Hades. Much more important w 
chal context as the Great Entrance chant for both masses of Easter in Jeriisa 
to the Georgian Lectionary, which dates from the fifth to the eighth centuries, @ 
bolic interpretation of the Great Entrance as the funeral cortége of Christ w 
throughout the Byzantine and Syrian liturgical realms by the seventh century. 1 
pretation was furthered by the first half of the eighth century in the Histo 
attributed to Patriarch Germanus I, which consolidates the relation of the sojou 
in the underworld and his Anastasis thence with the Great Entrance, "7 

Thus liturgical tradition established a firm connection between Psalm 23 and thet 
of Christ's Death, his stay in the underworld, and his victorious Resurrection, U 
standably, homilies designed for the celebration of Holy Friday and Holy Satu 
ploited this association. Pseudo-Epiphanius and others availed themselves of 
their respective dramatizations of the Burial and the redeeming descent of 
Hades.'"* Moreover, the homily of Pseudo-Epiphanius insistently returns to 
Christ as the door out of death and sin, as well as into Paradise, as mentioned 


vious chapter 7 

So we can say, Psalm 23 encouraged the association of door symbolism witht 
of the Death and Resurrection of Christ, in their yearly and weekly remen 
therefore, conceivable that the position of the two Anastasis panels ofS. 


major door passages of the church was tinged witha measure of door sy 


ue 
The following discussion is largely based on 20 g8-112. | 
R. Taft, “Psalm 24 at the Transfer of Gifts in the By- 7 By the ime of Symeor of 
psalm was also used during the Fir 


zantine Liturgy: A Study in the Origins of a anata 

cal Practice,” The Word in the World: Essays in Honor 0 : 

Frederick L. Moriarty, S.J.,ed.R. CliffordandG. Mac- Pscudo-Epiphanius, : 
do-Chrysostom, In S. Paraskeven, 


Rae (Cambridge, 1973), 189-177; for the translation =e fe 
of the psalm 163f. I am thankful to Dr. N. Moran bins of Alexandria, “a 
» 


meon of Thessalonike, De 






for drawing my attention to this article. See also, R.F.  1-403- 
Taft, SJ., The Great Entrance (Rome, 1975); OCA 








































MAGE 
Gs OF THE! 
HL, BEGINNIN the function which he attributes to 


f the Anastasis- As a result, 
hed too far and bear the 


points out, 


° 
resentanions 
el not be strete 


hurch ritual. However, as Nordhagen 
has no parallel among 


gugh part of his hypothesis is very gerractive, it can 
burden of proof at the same time. of these panels mi 

His suggestion that the peculiar re hy of the Anastasis ¢ 
mentation with the newly invented iconography Antiqua could easily be idiosyncratic in 
‘The use of the single Anastasts panels in S gm decoration of this church. A study of 

view of the uneven and extenuated history - bration of the Holy Saturday in Rome at 

the ritual of the Great Entrance as well as the ce a4 teanswer about the function of these 
the time of Pope John VH might provide amore de a 

¢Biutthis is outside the pyriigalaameem nS Matis Antiqua, 

Before closing the discussion of the Anastasis in - . aie Bet ireenityin Psalm 
stress that the motif of the pn oan oil t - subject—is absent from the 
23 ay well as in the apocryphal and homiletical literature on the su i 
ced for he po: oe ~osnaem hitectural entrances and exits tor litur- 

for the purpose of guarding . . 
=i apotropaic or valicics 68 These carly Anastasis im 
dluded the broken gates of Hades or the open gates of Paradise, ' 
Originally intended to be associated with a system of portal decoration _ 

In contrast to the panels of S. Maria Antiqua, the Anastasis mosaic in the Oratory ot 
John VII (fig 15) thoes to a chnistological cycle, which starts with the Annunciation, and 
nds with the Myrophores, like most seventh-century cycles examined already. It consists 
Ol some fourteen scenes, three of which are miracle scenes. The Passion of Christ is intro- 
iced with the Raising of Lazarus and continues with the Entry into Jerusalem and the Last 
Supper, These appear on the lower register to the left of the central panel, which d 
The donor, Pope John Vil, presenting his orarory to Maria Regina to whom it was de 
Gated, The Crucifixion and the Anastasis take most of the other side of the central panel 
and are followed by the diminutive representation of the Myrophores 

From the position of the Anastasis here, we 
leallege o by the early eighth century. Its present pictorial 
| With that hitherto reserved for the Myrophores. Apparently, the 
Anastasis supplants the Myrophores, who are now releg eo 

corner at the end of the cy 8 
drawing and labeling of the entire cycle, 

Sticed—as indeed is the case in anot 

and in a drawing by Ciampi 
{ivr example, in the 


ght be evidence of experi- 
; annot be proved either. 


it 1s Important to 


n confirms that this image 1s unlikely to 


ages would have surely in- 


w if their iconography was 





can infer that its iconography had been fully 


ated to a tiny area in the upper 
cle. This is established by Grimaldi’s methodical 
» Without which the Myrophores would have gone 
her drawing of the general view of the wall by Gri- 
. both of which omit the Myrophores. 


ee or not. Fols. 9s" and 104" of Vat. Bibl., 
se lat. 2733 appear, however, to include a 
teat figure, who probably is Eve. The atti- 
ude of Hades is not entirely clear cither. Adam is 


rising wi 
cx: & with one knee bent as in the other two Roman 
‘amples. There is 


no 7 ‘ . 
enthece trace of his sarcophagus or the 


The figure of Christ is in an exploding man- 













































~_ 
a 
EARLY “MA’ 
Similarly to the Myrophores, the scene eb. 
are underplayed."*" As a result, the Eni to! 
Crucifixion and the Anastasis are br orev; 
Passion. Thus, the Entry to Jerusale marks 
of the Messiah, the world ion 
of Jerusalem, but to Maria Regina, another well known. 


the other side of the central panel with the Crucifixion and 
update the traditional pictorial alignment of the C ‘fixi 
teriological reference to the means and ends of redemption. | oncur 
ac hristological level the doctrine of the two natures in accord w 
at the turn of the century. 

The central panel acts on this register as a line of demarcation seg) 
the time immediately before from those of the Passion. Through the refe 
carnation inherent in the figure of Maria Regina, it serves as a mental link wi 
the two sides. The exegetical function of the central panel, which aj ’ 
incarnation as the vehicle of redemption, is not limited to this register. 
in the organization of the other two registers. « 

The top register is the only one which invades the area of the central panel 
from Christ's life. Significantly, it depicts the Nativity. The presence of 
ibove the Virgin's crown spells out the intention to organize the cycle arou! 
of the incarnation. The scenes of the Annunciation, and the Visitation which pree 

- 1 ors: 
Nativity introduce the reality of the incarnation of the Logos, while the Adoration 
Magi, which follows the Nativity, confirms the recogmition of the Logos 
Christ vn 

The orant figure of the Virgin effects a comparable break in the second re 
Presentation in the Temple on the left illustrates the recognition of Christ's) 
Symeon. It is followed by the Baptism, the traditional reference to the initiati 
mission. The miracles appear to the right of the central panel affirming the 
of the Logos through Christ. This is appropriate, since no miracles were perf 

3 Wine tie 
the descent of the Holy Spirit during Baptism, as emphasized by Sinaites font 
of Melito of Sardis.'** The Virgin serves now as the connecting and dividin 
the time before and after the beginning of Christ's mission. . parallel 

It appears, therefore, thatall three registers are organized along rr 
central panel which stands for the central doctrine pee: pine 

F : i le : 
concerned with introductory epiphanies, while the nights 
jampini second Grimaldi draw 
dorla of light. However, the small size of the drawing Coat aa pee “The Mosaics of d 
does not allow us to see how his right hand and tram- aa 4 
pling foot relate to the mandorla, The Myrophores 
were undoubtedly relegated to a tertiary position 
™ These scenes appear to have maintained os 
importance to a somewhat greater degree than = 
Myrophores, since they are not omitted from 


THE IMAGE 


IH, BEGINNINGS OF night side offers the 


: ro} za . 
of Crs ote the manifestation of 
mil 


durin the three main stages in the lite a og 
on of the Divine in the newborn Christ. © tiers confirms the achievement 0 

hough Christ's mission, while the lower _ of the will and energy of the Di- 
the pul of the incamation by means oe The ultimate am 1s to 
vine through : the human nature of Christ — <a this scheme, the rising of the person 

achieved through the incarnation. Wit ae oe through the defeat of Hades- 
‘of Christ himself is not at issue, while the —— Appropriately. the Myrophores 
‘Death is, The Anastasis fulfills this function adi 1 aPrsvlity of the message aekhe 
ae and made to yield to the dynamism anc Se A Gann 
Anastasis as defined by the Christology of panier Ecum a eis afacraincn the 

Throughout the programmatic rearrang ; 

orant figure of the Vien standing A 7 are = see 
a ition she provie 

Be nice lage is befitting, the pope — hich 

of his chapel, and placing himself under her protection 2 se ~~ yanying her 

the Virgin's orant attitude, as well as by the inscription accs I ton ceneral 

GuNeTRIcts sexvus, which apparently continues the dedication figuring 

panel! JOMANNES INDIONUS EFISCOPUS FECIT ee 

Pope John Vil was interred in this chapel soon after its completion at the enc t 
pontificate. This possibility may have been taken into account in the laying out of t A¢ oF- 
atory decoration, The representation of the pope under the aegis of the interceding Virgin 
in the midst of the story which proved the reality of redemption achieved through incar- 
hation was appropriate for the pope's funerary chapel. Thus, the earliest example of the 
Anastasis as part of a christological cycle indicates full awareness of its soteriological and 
christological implications. 

Thesolid dyothelete position of Rome throughout the seventh century certainly favored 
the adoption of the Anastasis, but did not breed it. There are numerous reasons for looking 
10 the Bast for the source of this new image. Rome's total dependence on the East in cul- 
tural matters during this period, coupled with the well-known association of John VII 
With the Byzantine elite in italy provides the context. The analysis of the surviving sec- 

10 the pestory-niossics by Nordhagen has convincingly argued for the presence of 
‘Byzantine mosaicis ts in Rome. Even though no part of the Anastasis survives amongst 
ee aria and iconographic study of these and other conten 
— Anastasis exam) 
and solutions imported 


prove re- 
: 


ofthe story of Chr 
en two unusual free-standing col- 


| and material link to the two 
her right offering a model 
This is suggested by 
BEATAE DEI 


nporary works has sug- 


ples found in Rome in the early eighth century represent 
; from the East." They are, therefore, interpreted here as 
" of contemporary eastern works, 
ht iconographic development of the An. 
the three Roman examples of the Anast 
mtiguration “of the will and energy of the 


and not as local Roman prod- 
astasis confirms this 

4asis mirror the ease with which 
Logos was accepted. They also 


EARLY “MATE} 
suggest that christological programs capab } 
ments acted as the media for disseminating ‘h 
public on the most recent christological ¢ 

The seventh-century cycles examined in the prev 
marriage rings in particular, offer a terminus post es 
century for the appearance of the Anastasis, Similarly, the 
ante in the first decade of the eighth century. During ea) a1 
of Sinaites forcefully suggesting the polemical use of figurative! 
recent Orthodox doctrinal definitions relating to the various phas 
importance of the issues that these definitions represent is made 
Sixth Ecumenical Council (680-681), and by the Canons of the 
The period following the Council of 680-681 saw the adaptation 
definitions of many aspects of church ritual, Probably, it also witn r 
text of the Hodegos by its author, who was now old and sick. Moreover, i 
iletical and hymnological masterpieces. Taking all these factors into 
date in the last quarter of the seventh century for the invention of the 1 
stasis. This was one of many parallel manifestations of the efforts of the chure 
cohesively and consistently to the decisions ofits own Ecumenical Council. 





































IV 
THE WESTIN THE NINTH 
CENTURY 


es of the new iconography. Its sub- 


ithe early tenth shows the steady 


condensed, while its primary 


representatiy 


The cighth century has yielded no more 
he West in the ninth century ane 

sequent development in the : ei. 
ees sectines elaborated in accordance with western iconographic predi- 
lections. 

The only Anastasis example 
same iconographic family as the early cighth-century specimens | We a ch ci 
organic group consisting of the following monuments: A Frese ) from the lower church o 
§. Clemente (fig. 174) dating from the pontificate of Leo IV (847-855);' a very fragmentary 
fresco from the house of Giovanni and Paolo in Rome; 
lof the Jower church of 5, Clemente (fig. 17b) dating to the last quarter of the ninth cen- 
tury;! a fresco in St, Peter's probably dating from the pontificate of Pope Formosus (891 
496), known only through two drawings by Gam ildi (fig. 16);4 and an early tenth-century 
fresea from the Basilica dei Santi Martiri in Cimitile 

Despite the apparent affinity of these examples of the Anastasis to the early eighth-cen- 
fry monuments, they form a separate and more developed group. The direction of the 
action has altered. Christ is now moving to the right without any significant changes ex- 
cept one. His movement has become more schematized and his vitality has been curtailed 

Adain and Eve have given Up the sarcophagus rising instead out of a particularly dark 
HOLE; The meaning Of this morifis elucidated by fol. 8° of the Utrecht Psalter. Here Christ 


pristological cycles, Its ¢ 


+ that will concern us here are those desc ending from the 


1s in Rome. They form an 


44 second fresco from another part 


. 
Wilpert. tv, pl 209.4. Belting, Die Basilica dei SS 
Marti in Comite wad ihr frahantrt 
itt (Wicaboden, | ‘paper — 934. Figs. 485, 48sa. Belting, loc. cit 
RK van ‘Marlo, Le awole della plttura ital Te eee 7H. figs. 31, 35, 36, Idem, Studien zur 
‘Mague, 1929) 4 fig 3. tans (The  beneventanischen Malerei, otf 

‘Wilpert, wv, pl 208.2. B Na ete “E. T. De Wald, The Illustrations of the Utrecht Psal 


Mert. WV. pl 239.2 Helti _ fer (Princeton, 1932), 10, pl. 13, Sce also the illustra- 
{ mg es. cit. dem, Stw- ton of the Symbolum Apostolorum on fol. go". This in- 


" Malerex (Wiesb: 
1B. 2100. 24, aden. 1968), Shades a similar illustration which, however, adds fire 
i, Descriziowe della basilica antica di rir gl dark pit of Adam and Eve in reference to 
mo; Cosice Barberini Latino 2733 R. Nigel, 14 — Bates of Hell.” Ibid., 71, pl. 142. Also, 
ms 1972), (ol. Thy rhg', fig. 55.5 Was. a Tkonographie der christltichen Kunst t. Die 
t des 17. Jal hath Moscibey enim Christi (Berlin, 1952), 36ft 


Had Wandmalereien in Rom (Munich, 1964). 0 













































IV. THE 


is stepping with both feet on the prostrate 

to pull out of a hole in the ground two figu 
somewhat exaggerated translation of the raj 
onstrates a literal interest in the topography ’ 
earlier examples. The explicit reference to the unc ? 


of the earth is less direct in our ninth-century ee 
underworld as the darkness which envelops pre : 


in the Cimitile fresco, as well as in the example from St. 
vancing into that darkness drawing Adam out ofit. Thede 
asa dark and sunless place, the tenebrae,? is consistent with de 
mer s time 

This accurate reference to Adam's resurrection is deemed sufficient i 
in the fresco in St. Peter's. So the figure of Hades is dispensed with, When 
as in the second Anastasis from S. Clemente, and in Cimitile—Hades is no} 
symbolically and lightly under Christ's foot. Instead, he lies flat on his 
treads on him, irrevocably overwhelming him. The continuing resist: 
comes an empty gesture limited to touching Adam’s heel while crushed | 
of the new Adam. The token resistance of Hades-Death becomes a tertiary’ 
a pictorial point of view—a symbolic reference to the hold of death on man 
minder of Hades’s struggle in the face of Christ's onslaught. In addition, Had 
in both cases, a fact that lends finality to his defeat. 

In the iconography of the early eighth century, the trampling of Hades 
1s prominently as the raising of Adam. As a result, those two acts balanced 
means and ends. The difference in their importance increases in this ninth=c 
1s the interest of the image focuses on the rescue of Adam from the tenebrae, Cons 
the personification of the evil forces and even the indirect references to the st 
preceded the rescue of Adam are not always considered vital. When such eferences 
their contribution becomes practically incidental from a pictorial viewpoint, 

At the same time, this group shows a tendency to develop specific aspects. 
The description of the underworld as the tenebrae, is improved by the addirt 
human disiecta membra floating in it, as in the second $. Clemente A 
Anastasis comes to include an interpretation of the underworld as Hell. : 
staffed cross takes the place of the scroll in Christ's hands. In this way, thes 
mente fresco and the Anastasis in St, Peter's specity mm the last quarter of | pe 
that salvation became possible through the Passion. A comparable reference to 


a td -( 4 noid 
may be seen in the fresco at Cimitile. Here Christ conunues to 


with his left hand, while his oversized right hand, ener ri 
clearly bears the mark of the nail at the geometric center of the 


i 
Lastly, these examples reassert the broader message of the raising ee 


> Belting, 76- * Belting, 760. 153, — r _ 







































yg NINTH CENTURY 


Iv. THE WEST ag “oriot the frontal portrait ofa cleric staring 
te Il includes to the left of the advancing © » animae for the soul of the cleric, who 
he image, possibly suggesting 4 ee Slavs.’ In the same spint, the Ana- 
ro identified with St. Cyril, the Apostle o!  escising out of strygil sarcopha- 
—_ tasig at Cimitile includes a row of four swathed paee s amury the image of the raising of 
guts, curning toward the dramatic acon. ~ By the Pe navamsless descendants, who could 
<< had been broadened to include 4 variety 0 
‘participate, event ifthe protagonists — jegest that the ninth century was in- 
The changes in this Anastasis group in the West suge 
terested in elaborating and specifying aspects of the ac tic n, 
theme. An effort to trace the origin of some of the mouts us: 
mixture of western and eastern elements 
To start with, although contemporary © 
the darkness of the underworld in one way or anor 
not enveloped in this darkness. In the Bast, the renebrac m alee 
graphic importance it acquires in this group of western Anastasis images. Similarty, the 
astern Anastasis is not known to include references to Hades as Hell. Such allusions to the 
underworld as a place of torture and punishment would contradict the imag 
> tirrection as the awakening of those asleep for centuries, which is frequent in homiletical 
literature. Echoing the same attitude, eastern iconography is able to divorce the idea of the 
iiderworld from that of Hell and its fires even in images that specifically evoke the Last 
Judgment. For example, fol. 89° of the ninth-century copy of Cosmas Indiopleustes at the 
Vatican depicts “the subterrancans,” that is, “the dead who are arising” at the time ot th 
Tast judgment (fig. 18). These are literally surfacing out of the underworld, distin- 
ae aga and heavenly regions only by its placement at the bottom of this 
Cross-section of the cosmos." 





location and actors of this 


ed for this purpose shows a 


astern examples of this iconography allude to 


her (as we shall see), Adam and Eve are 


ont does not assume the i1cono- 


e of the Res- 


*J. Osborne, "Early Medseyal Wall-Paintings in stiana di Couma Indic ypleuste (Milan, 1908), 4sf 















ee eee Cemenn, Rome,” Disset- W. Wolska-Conus, ed., Cosmas Indicople: hr od 
“reciept a 1979 Wem, “The graphie Chrétienne, 141, 159, to? (Pari 68- 
Tomb “tet Lower Church of San Cle 1973), 1, Book v 247. Grabar, 1 

: E mM 247. Grab ‘emperen uv 
Popa va 4 0) er agemigeeg  -zanitin, 351f,, pl. 38.1. This Ase hou n 

. P2} o . 
can ais het ' a em, pared with its relative in the Sacra Parallels of John of 

; Patoung ‘ oe “pied ower ( -e Damascus which depicts the results of the Last Jud 

sm Rome: 2 nen m ofthe ment, rather th $s beg: , Vi: aie 
Eviden thel ofthe Tomb ofS: ¢ Sie anes Doce pear as the Vatican mini- 


rd (198), BSS~287, Lam grateful to Prof 
his Work available to me ahead 

















cod. gr. 923, fol. 68" (fig. $5 


Ibid. pl 8.2 and K. Weitzmann, The Miniatures of 


‘ th 
Reka bet shone tut beneventan. ate Parisinus Graecus 923 (Princeton 
; made a similar suy- : 
ta i) Byzantine t 
é Portrait ofa cleric ‘opography placed Hell in the lower- 
Lf the pas Jdgment in t ~ ata : Hades Hell was, therefore, only a 
‘ (Brenk, k radition 83, fig, 4) 2 AGES. See. forexample, PG, 86 / 1.404. Hades 
for the identification of these figs altNederoric 4 an intermediate state of souls 
dead. ¥ Of Judgment, as for ¢ 
on fus, : » 45 for example in Hippoly- 
’ uaa della topografis cri. of Nyssa, Dari Rraeeos, ¥C, 10.800A, and Gregory 


De anima er resurrectione, PG, 46.858; O8A 


- 

















































The West, however, did nor always fin ma 
Anastasis as a neutral part of the topography " 
underworld together with horror, as We mas 
early ninth century (fig. 19)." Likewise, many 
depict Adam roasting naked ona huge firete 
consists of Christ dragging Adam out of the fires o| 7 
cluded, as usual. Such references to the underworld as: : ' 
of the image: Adam is not saved from death, but rather from pun 
makes the message of the Anastasis much more personal, as 
rower. So the increased importance of the topography of the under 
may be possibly interpreted as the variable adaptation of an eastern 
iconographic tradition, whose tenacity is exemplified by the evolution 
western type of Anastasis at a later date: the Anastasis from the Mouth of Hi 
fol. 14’ of the mid-cleventh-century Cotton Psalter, and the Anastasis int 
manuscript of the Nicodemus Apocryphon.* ~<a 

The cross-staff of Christ, which appears in this iconographic group, n 
earlier western examples thematically related to the image of the Anastasis. 
on the silver reliquary cross at the Museo Cristiano, which dates from the tim oO 
817-824) and depicts Christ leading Adam toward the gate of Hades or, perha 
fig. 21).'? The cross held by Christ here may be correlated with fol, 29" of th 
Psalter, which depicts Christ attacking the gates of Hell with a similar ero: 
The dynamic use of the cross against the doors of Hell in the Stuttgart min 


Der Stuttgarter Bilderpsalter. B. Bischoff, J, Esch- Utrecht Psalter, fols. 9 and 597 in De’ 

B. Fischer, H. |. Frede, F. Matherich (Stutt- trations of the Utrecht Pialier, 1, 46an 

gart, 1968 ET. De Wald, The Stuttgart Paalter  * Von Erbach-Farstenau, “1% 
Princet 1o10). Davis-Weyer, “Die altesten Dar- demo,” 253, fig. 17 " 
stellungen der Hadesfahrt Christi, des Evangelium © See, 14 and n. 1,66, Also Ph. 
Nikodemi und ein Mosaik der Zeno-Kapelle,” 1886, du Sancta Sanctorum, MonPiot, 15 


fig. 196. Brenk, Tradition, 162, pl. $8 9. L. von Marr, Die Rea mie 
M. Aves, The Exultet Rolls of South Italy Apastolics Vaticana Rom (Romie; 1909) 6 

Princetor »26): Capua Cathedral fragment (pl peice Kale 

27.3). Gacta Cathedral, Exultet no. 2 (pl. 15-3), Gaeta 97 Weyer 

Cathedral, Exultet no. 5 (pl 39.5 London, Beish See, ot ans 

Museum, cod. Add. 30334 (pl 48.10). Mirabella these two examples the ill ie 

Eclano, Collegiate Church Archives (pl oa). cidenteitanaiad ere 

Rome, Bibl. Casanatense 724 8 13 (pl 120.16). Wati- 


can, Bib). cod. lat, 9820 (pl. 142.14). Also, O. More 
sani, “L'iconografia della discesa al limbo nella pit- 
tura dell'area di Montecassino,” Siailonam Gymna- 
ium, ~.5., 14 (1961). 84-97 and G. Cavallo, Rotollo 
4i Exultet dell’ Italia Mevidionale (Bari, 1973). 1% 

London, British Museum, cod. Cotton, 7 
evi, fol. rg’. J.J.G. Alexander, Insular Manuscripts 
(London, 1975-1978), 0. no. 98. For antecedents of 
this theme, sce the illustrations of the “mouth of hell 
or the “fiery pit containing the head of Deat "ain the 










NINTH CENTURY 
rm miniature illus- 


1V, THE WESTIN THE 
” caste’ 
of death” 1 2p whose date 


ya a wtlge=t he Patmos Job. cod. 171, 
ee oan acne eat 8 lifting his ap? in a gesture used 
et Ald 108 = With uy 
“ the sign of the cross at sneer = opel and whose gates instantly 
dresses the kingdom i Flstion, wwhene A cnane expression of Christ's will through a 
break down, as _— ee said result, in contrast (0 the Stuttgart miniature, 
bolic suffices to yie ° 
i ymb gesture 


tes Ch h fore h instances the cross 1s the 
rist’s orm porenc Lil ysical force In bot 

) einto Pp ysic : — 
i ated in diametrically opposite ways 


catalyse. But its unfailing powers are demonstr eh century, i Miiixies thie 
Ifthe unique Patmos miniature dates from the nint he eross as the instrument of the 
> existence of a second tradition regarding the theme of the cross 3 : 
; destruction of Hades-Death. In the first tradition, as in the Stuttgart Psa Te chen 
the cross as a material weapon. In the second, as in the Patmos Job, he - = - - 
’ ically as an invincible symbolic sign. The cross added to the late ninth century ¢ — $0 
: this western Anastasis group 1, therefore, at home with both traditions. Christ does not 
wield the cross a8 a weapon against the forces of evil, but holds it as a restrained reminder 
> of the saving power of the Passion. Nevertheless, since none of the surviving examples 
: from the East includes the cross in the Anastasis before the carly eleventh century, it is not 
clear whether the inspiration for it originated in the East or the West 
These two different intrepretations of the cross in the context of the Resurrection seem 
to come together in the Exulter Rolls, which often devote two miniatures to the illustra- 
tion Of the Resurrection (fig. 20). The first, which illustrates Christ's attack on Satan and 
Plades in Hell, shows Christ using a lance as a weapon, and not his long-staffed cross 
Whe second ilistration, which depicts Christ dragging Adam from the fires of Hell, in- 
eludes the cross.” This is held unceremoniously by Christ on his shoulder, in the same 
q Way as in the early ninth century silver reliquary cross, and the Early Christian represen- 
‘ation of Christ treading on the asp and the basilisc.*’ 


is exorcism Christ 



































salter, Christ wields 


© The history of this manuscript and its ilhostratio: 0 Tom 7 
fi = For the use of “nos oravpow" i 
: 2 ” or se of OS (ravpol” as an 


Gining victory against evil spirits, sec for exampl 

; eagle 40 belongs tothe D1 Pallas “Une note sur la 4 yratior ie tl 
. coration de la chapelle 
‘century, attributed it to an Itahan de Haghios Vasileios de Sinassos,’’ Byzuntion, 48 


(1978), 208-226 
* Avery, The Exultet Rolls of South Italy. Gacta Ca- 
ee. Exultet Roll no. s (pl. 39.4). Gacta Cathe- 
ral, Exultet Roll no.2 (pl bi 
of the dift 2 (pl. 36.5). Salerno, Bibl. Ca- 
Tisslpatede da ac orn Pitolare (pl. 155.5). Vatican, Bibl, cod. lat. 9820 (pl 
MW). WO. 289. pp. $03, s6af,, with " 497.5). Rome, Bibl. Casanatense 724 8 13 (pl. 120.5) 
ra .“ Previous bib- Seen. 4.14 24.8 13 (pl. 120.5 
Also, Ae CMainann, Die byzantinische " As, for 1 
‘ mts (Berlin, 1919), Archbish example, in the lunctte mosaic in the 
: of his opinion, idem, ths 1986. oa. Palace in Ravenna. Brenk, Tradition, 
(Princeton, 1970), addenda 

































IV. THE WEST INT 


The two different long-staffed ct 
occasionally merge. This happens in the illy 
Ryland's Library in Manchester.** Here the staffo 
ever, Christ does not use it to attack his opponen 
enemy, who is already fettered. It appears thar the 
instrument of attack from thatofthe Passion. 

The tradition that uses the cross asa material weapon a =“ 
in the Velletri Roll of the eleventh century.*s ignifican 7 
two scenes of most other rolls. Here coin cel pai 
staffed lance as forcefully as he attacks the dragon of the u 
in the Exultet Roll no. 2 of the Gaeta Cathedral. At the same 
the other hand in the Velletri Roll. There is little doubt the Velletri 
iconographic stage. 

The active use of the cross in the pictorial story of the siege of tl 
Resurrection appears to belong to a lively and multifaceted pictorial tr 
whose roots may be traced back to the Early Christian period. The , 
no evidence for such a tradition before the eleventh century despite the: 
examples of the Anastasis. When considering the origin of the cross held 
Middle Byzantine Anastasis, it is therefore logical to point to the 
Moreover, this motif seems to be most at home with the mid-eighth-centu 
luminated cycle of Nicodemus, in which iris first encountered and in whichat 


bred 

The use of this ninth-century group of Anastasis representations is not diffe = 
stance from that of the eighth century. There are no examples of the iconography asso 
sted with architectural passageways, but we still find st used asa single panel. 
case with the second Anastasis from S, Clemente: The portrait of the cleric in ith 
identified as that of St. Cyril, leading to the plausible suggestion, that this fresco | 


er 


arte: 


ample of ninth-century funeral art,*7 
Most examples in this group integrate the ’ 
Clemente fresco exemplifies this. The Anastasis appears here in conjunction ¥ 


cifixion and the Myrophores. The Crucifixion is placed on the top no thernmost 
the inner face of the west wall of the mave as 1t 1 today. The two other scenes 


Anastasis into the Passion 

















dieval Snudies, 3 (194), 2300, 368 
« Avery, op. cit pl. $4.4 ost ; 
Ibid., pl. 188.3. M_ E. Frazer, “Hades Stabbed poi. oO oe 3 
by the Cross of Christ,” Metropolitan Museum Journal, WII ary : jose as a fune 
9 (1974). 153-161, fig. 8 have served as the burial ¢ 


Avery, op. cit., pl. 36.5. more recent 
See, n. 4 : The pha quadratus used here is.also Above, pret | Osb 4 
encountered ona number of the Exulter Rolls. Avery ee ae oie f 
(op. cit., 10) points out that it is not only viventis pages “Square 
insigne since it is used for Moses. As she suggests. I 65 
serves as a mark of distinction. Also, G. Ladner, Me 


urRY 
TV, THE WEST IN THE NinTH CENT 
a right angle 


’ 7 oh they touch at a 

rthe same height as vd neon ae The presentation of these three a 
niente wall Se eee ae citi. which presented the Crucifixion and 
‘unit continues and expands ¢ ec he Myrophores occupy 4 smaller surtace area 
‘. as a unit. Furthermore, the f John VII. On the 


‘than the Anastasis, echoing their lesser importance In the e ene sana 
7 T ci ywrdina ‘ 
other hand, igni f the Crucifixion increases, 54 ; a : 
cou oe me This is crue of the first 5 Clemente fresco, the late ninth 
paceoporicons: pate roms he Cimitile fresco {n-all chree, the ¢ rucifixion occupies a 
eentury work in St. Peter's and the © aes os etge 
inent position preferably centralized and at least ! 


r > know the 
. of ycle of Pope Formosus, We 
Though we know little elve of the christologic al cycle o k 
oad n. The middle of the west 


Anastasis acent to 3 large centralized Crucitixio 
wall at aetna filled by an oversized € rucifixion. The Anastasis 1s next to it 
and the Myrophores immediately below.” 

$0 this iconographic group. characterized by a restrained adaptation (o w estern pictorial 
idiom, accepts the Anastasss as part of the Passion ¢ yele and subordinates 1t to the Cruci- 
fixion. Though not in competition with the Crucifixion, 
competing with the Myrophores. In all three examples Christ is de 
wearing a loincloth; his cyes, though, remain wide open. This seems to have been true of 
the coloblum-clad Christ of the Crucifixion in the Oratory of John VII in the early eighth 
century. These examples of the Crucitixion apparently represent another way in which the 
iconography of Christ alive on the cross continued to resist ¢ hange.*? 


on the inner 


astasis from 


as the Anastasis 


the Anastasis is nevertheless 


picted on the cross 


Tue Cavet oF S. Zenoin S. Mania PRrassevt 


Thechapel oF S. Zeno, decorated with mosaics by Pope Pascal I (817-824), includes ar p 
Fesenitation of the Anastasis which, though only partially visible, is of major interest (fig 
23). Its essential characteristics appear to agree with the earlier Anastasis iconography 
Ghitist holding ascroll and enveloped in a brilliant, exploding mandorl fligt me 
aes hand to Adam, who appears together with Eve on ie ite ands oda y glanc- 

viewer's direction rather than toward his redeemer. Unfortunately. che I ywer 


Part ofthis pane! is covered by 2 
_tenebrae and the figure oy le a fevetment; therefore, we cannot know if the 


‘portant departures. s were depicted. Even so, this Anastasis includes two im- 

‘ “ first is an ange! who appe 
Weyer as.a North Italian mn 
ofthe 


is stretch 


n 


ts behind Christ's mandorla. tt h 


as been identified by 
tif, which makes its first ap Pe 


Pearance ca, Soo in the Ana- 
*hn the Baptist at Miistair." 


ical cycle decorating the church of St. Jo 


Seat Bildprogram der Zenokapelle in Rom 
onmyied tig 213-221. G. Matthiae, 
oevali delle chiese di Ro ‘ome. 1057 
2908T., 988 sn, pl 37 pee eet (Romie. 1967) 
” Davis-Weyer, op. cit 


» De fig. 189. G. de Franco- 
Vich, I ciclo pittorico della ng 


chiesa di San Giovanni a 


CHAPEL OF S. ZENO ID 


Its presence has also been linked to the dep 

and to the dissemination of the mid-eighrl 

Davis-Weyer has shown, the participation of the: 

portant to the Nicodemus narrative. The popularity ; 

mid-eighth century on is attested by the presence of ani 

episode of this story. In addition to the Anastasis. ° 

breaking of the doors of Hades in the ea rakeeaal ’ 

in the Exultet Rolls. ; 

The East, on the other hand, usually excludes angels from Pay Ana! 
the message of the doctrine of redemption carried by this image aS 
fected by the addition of secondary narrative features. The absence 6 
the eastern Anastasis was not due to any lack of familiarity with this ¢ 
the angelic host figures in the Greek version of the Apoctyphon of : 
in the homilies, which dwell on the dramatic aspects of this story.” In) 
homilies mention that Satan was bound personally by Christ rather thai 
Be that as it may, the contribution of the angelic army to this siege was ¥ 
East. The homily of Pscudo-Epiphanius in particular, whose use was 
have seen, says Christ was accompanied by innumerable angels, * led by ¢ 
Gabricl and Michael as joint commanders-in-chief. Besides confronting the h 
Gabriel and Michael were the ones who ordered the gates of Hell to open fo 
Glory, antiphonally intoning in “leonine” voices Psalm 23, whose liturgical imy 
has already been discussed.’ 

The first eastern iconographic concession to this theme is at best symbolic, an 
entirely unrelated to it. It appears in a miniature of the Anastasis in Mt Athos 
fol. 1°, to which we will return later (fig. 50). Here the angels are floating imp 
ing the frontal figure of the redeemer below. Their presence appears to in ‘oly 

he motif of the angels hovering above Christin images of the Cruci 
t. Sinai.’? Similar angels also hover ; 


pl intation ott 
carly as a late seventh-century icon from M 


7 


Munster (Mstair) nei Grigioni,’” ArtLomb, 2 (1956), — Onitim, RG 8074-403: Pscudo-Ep 

Birchler, “Zur karolingischen Archi- Magno Sabbato, 0G, 43-44%» 456. a. 

tektur und Malerei in Manster-Mistair,” Prihomittel- “ Ibid., 4368-c, The phrasing: jae Se 

slterliche Kunst in den Alpenliindern, Akten zum U1 Tre ieak xeon xaabas dqew deyythn, 

ternationalen Koneress fiir Prithmittelalterforschung ena G sot 

Lausanne, 1954), 207, fig. 93. For the relation of the * Ibic., 4508- il ss 

Anastasis to the rest of the decoration, see no. 67 00 nA. Xe ea " 

fig. 87, and fig. 89. Itis part of a christological cycle, monestoe tine Sees : 

and appears immediately after the Crucifixion. Fora pl. 1 pres re 4 

color photograph, see n. 6.124 aa er “0 on 

Evangelia Apocrypha, C. de Tischendorf, ed. Xyngopo “Abnw ter 6B00: 

(Leipzig, 1853), vi (xxm), 307; BX (XX¥). “— peters . 

Apocryphal New Testament, M. R. James, trams: -. = Beverios, 

ford, 1971), 136, 140ff. And, for example, Tsorrrourow 718 : 

Chrysostom, In S. Paraskeven, PG, 62-722- cee és 
" thid_, 723. Eusebius Alexandrinus, Indiabolumaa = ™ *Wel 


28tt., fig, &. 1 





uRY 
in during the Middle By- 


5 ‘ of the Anastasis 
of Christ in representabons of the Koe iconography of the 
od.” Thus, the emergence of sal oie on than with any Middle By- 


ne associated more his live pictorta Re i etades, 

oe in illustrating Serenata of the angelic host to the , a the 
v cc . a 

~The Anastasis mimature of the twelfth-century 


He NINTH CENT 
mesis of the Vite! 


1¥. THE WESTIN 


D, or? 
Melisende I salter 
Js in the castern iconogra- 


ange 
{ 
than any material assistance that they might tion for receiving the res- 
: = They do not cover their hands - ony eatin on which the 1 risagion 
: tead, the’ 

rr heer chrring of the Trisagion probably had more to do with 
i Pseudo-Epiphanius.* P 

irene to angels aslo) further in the tw elfth-c entury Ana- 

stasis miniature in the liturgical homilies of Gregory in Paris, Bibl. Nat. Cod. gr. 550, fol 

§ (fig. 51). Two different kinds of angels are used here. One group, W hich is of lesser sig- 

nificance is offering its adoration, w hile the second group consists of four angels, two of 

which are archangely—judging by their loros The latter stand in a separate panel imme- 

diately above the Anastasis exhibiting the four traditional material reminders of the Pas- 
sion in a liturgical context: the cross. the lance, the sponge, and the nails.*' 

Parlier, at the turn of the eleventh century, this eastern tradition, which allowed angels 
and archangels to be depicted in the context of the Anastasis, and the western tradition 
Which allawed them to participate actively in the defeat of death, apparently met and fa 
Cilitated the breeding of the ceremonious archangels who ostentatiously guard the majestic 
Anastasis at Torcello. But we will return to this later 

‘The second point of departure of the Anastasis of S. Zeno in relation to the contempo- 
Fay Western iconography i the presenice of two figures to the left of Christ. These are two 
busts set atop a strygil sarcophagus bearing crowns. The crowns have been the reason for 
eee two figures as David and Solomon. This identification 1s important both 
ular mosaic. oS ser — Anastasis and the appreciation of this parti: 

id Solomon rising out of a sa 
_ feature of the standard Middle Byzantine Anastasis, but was not 
S, Zeno Anastasis, which is exceptional in this respect, offers the 


‘ f the rwo 
glorification of Christ motivated the inclusion ot have lent to the battle against 
phy, rather 


arcophagus is a canonical 
adopted by the West. The 
first dated example of the 


® As, for example, in the 
' Tiron t, fal. yor ey. fol “ It might be worth remembering, that the Trisa 
uLawss.” ple 3.1 Ane On 8 part of the Cheroubikon, which | 
Egerton 1159, fol oe aa with Ps. 23 during the Great Entrance 
Painting in the Latin X; a ey los. cit. (above, n. 3.115). Dix, The Shape of the 
ingdom of Liturgy, 284. Germanus, Historia: Bel 


télesiastia, PG 


ung uf 


98.420 


ux: wn 
ri, um OPOHIOS, “"O ipvoroyixis cixorwypadinis 
1166 fe eis rae “ASQY Kadddov rod “Inco,” 
other exze < Galavaris, Gregory, 73ff., fig. 401. For 
the Pass; mples of the Anastasis with the symbols of 
ton, see Galavaris, Gregory, 75 


motif of David and Solomon in any 
for the influence of Byzantine models. Fy 
with the western motif of the angel aj 
saic an example of how West met East in early nin the 
many good reasons for examining the two figures posites 

An examination of the mosaic shows that the areaof 
disturbed. The face of the second figure in particular has been 
The resetting starts at the band which frames the panel on the] 
the first figure, over the entire face of the second figure, and 
Christ's ae It does not disturb the hair, whichis dark on the fi | 
on the second. This establishes a di i ich agrees. 
Byzantine practice of representing Soloman ane 4D 

) young man and D 

The crowns are also undisturbed. These, however, bear no re i 
usually worn by the two kings in the eastern examples of the Anastasis. Fu 
rest peculiarly almost behind the kings’ heads, When compared to the 
by St. Cecilia in the apse of S. Cecilia in Trastevere—also executed during t 
of Pascal |—a clearer idea is gained about the type of crown the artist int 4 
here. A further comparison to any of a number of crowns worn by saints in 
S. Zeno confirms that the mosaicist was trying to adorm David and Solomon: 
of crown which was currently in fashion in Roman mosaics.“ The narrown ‘ 
in which he was obliged to fit these two figures must have been partly responsil 
awkwardness of execution ‘ 

Another aspect of these two kings which indicates a conscious effort to adapt his 
to western iconographic realities is their strygil sarcophagus, a type noten oul 
representation of sarcophagi in the East during the Middle Byzantine period. I 
ever, had a long acquaintance with this type, which was also used in the con 
Anastasis. We find the strygil sarcophagi used for the anonymous dead in the Cim 
well as in the Exultet Roll, Vat, lat. 9820 dated 980-987 (fig. 20). 
this economical reference to the universality of the Resurrection is taken in 


1 more elaborate reference to two historical and well-known figu 
century to elaborate and 


clusion agrees with the general tendency of the ninth sti 
greater precision specific aspects of the Anastasis. a. 
The §. Zeno mosaicist might have found the strygil sarcophagi fies 
Prassede an additional motive for adapting the sarcophagus of the two 
One of them reputedly contains the relics of S. Prassede, rene 
Pascal I, and in whose honor the pope rebuilt and decorated this ch 
The exploding mandorla of light might be traced to the East on the 
ance in the Chloudof Psalter.# But Rome had been familiar with 


Stasis, as 


mosaic by 


+ Sce fig. 23. , 
« Matthiac, Mosaict medioevali delle chiese di Roma, 1, pls. 


« Brenk, “Zum Bildprogram der Zeniokapelle in Rom, 
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Iv, THE WEST Oratory of John VIL in St. 


the Anasasis 1" th 





9 find it more than a century earlier in 
mm models operating in ninth-century 
- : 


phic idiom after t 





he core of the image 


“Thus, the 8, Zeno mosaicist exemplifies how east 
‘Rome were consciously dressed in western iconogr4 
had been enriched with local and imported ras is its priv ileged and significant po- 
Another aspect that adds to the mosaic’s IMPS Prassede, whose ¢ haracter is splendidly 
‘sition in the chapel. The mosaic decoration of Dries and Pudenziana in its apse.+ 
. honored particularly the two sisters 9° by Peter and P 
Appropriately. the two saints were presented co Christ y Paice madision of placing the 
the square-nimbed donor on the left. Beyond the long ie rin this case by the presenc - 
donor in the apse, the reason for including Pascal I ts spelled ou v4 _ = 2 bia 
of a nimbed phoenix perched on the branch of a palm tree right above “om ; ao 
bus, Its traditional message is sealed by the inscription at the base of the apse me ae ac 
cording to which the pope expresses the hope that the saints buried here, and S. Prassede 
in particular, will facilitate his entry into the heavens above. * The inscription, the phoenix 
above the head of Paseal |, the apocalyptic theme of the mosaic decoration, 
ing of the church as the burial site for an important local saint, honored here along with 
‘ her sister whose famous church is nearby, demonstrate the pious means by w hich the pope 
intended to ensure his admission to Paradise when Judgment came 
The pope stretched his aspiration for eternity to mn lude his mother. For this purpose he 
aitached the chapel of S. Zeno to the nave of S. Prassede and decorated it so it could serve 
ae his mothers burial site * Thus Theodora Episcopa, as he labels her, occupies in this 
4 chapel a place parallel to that of Pascal | in the main church. The use of the chapel for her 
Durlal spells this out even more explicitly than the phoenix does for the pope. Accordingly 
the portrait of Theodora Episcopa appears in an arched recession on the wall of this ch rpel 
ee + lia to the main apse of the church.” She is represented here together with 
j itgin, e sede, and S. Pudenziana below the image of the apocalyptic lamb stand- 
ing atop the hill whence ow the rivers of Paradise, The arrangement of this eli 
raat then that of the eee > panchis Cons 
, and Theodora occupy equal po 
Way her figure ; ' 
© Seam Ppinoene sty be syrometry inherent in the standard portrait of the 
square nimbus, whose function al s ae from her companions by her 
inthe main apse, The square Shonhies parallel that of the Square nimbus of the pope 


Theodora’ : 
‘Position in the chapel, beh i exocese che a. Bepeoravern in this panel, and the panel's 
; Pes prayer, thar his dead mother buried here 
OP. Sh 2538: m, PL 94 Van Ber. 
Mouaiques th 1Ve out Xe sie 


aul accompanied by 


and the rebuild- 


Main apse, since the Virgin, the two saints who 


sitions. Theodora’s worthiness is stressed by the 


— above the head of the pope went back to the 
P ‘hye of SS. Cosma and Damian 

as Prone’ Die grosse Reliquicninschrift von 

Sie Pena, ine Quellenkritische Untersuchung 

= apelle.” RQ, 69 (1972), 2-29. Brenk, op 
213 (n. 4.44) s 


*” Van Bere ; 
an Berchem, Clouzor, Op. cit., 240, fig. 303 






















CHAPEL OF s. ZENO. 


would also be considered worthy of eternal 
ziana, and S. Zeno whose relics sanctified h 

The positioning of the Anastasis next to the p 
portrait of Theodora Episcopa shows that this 
context in early ninth-century Rome. The a 
Prassede and S. Zeno helps us interpret thi particular 
dise already gained by mona a 

The function of the Anastasis mosaic in S. Zeno may be compa 
Anastasis from S. Clemente, which included the portrait ofa r 
presence of the same image in the cycle decorating the funeral chapel 
St. Peter's. The use then of the Anastasis in S. Zeno is not unique. Ita 
practice familiar in Rome, at least throughout the ninth century, aim 
piration of the deceased for an eternal life on the basis of the precedent of 


tion at the time of Christ's own Resurrection. 

















The parallel orientation of this wall oo that ofthe 
main apse, and the proximity of the portrait of Theo- invaded rather peculiarly and asymme 
Jora Episcopa to that of the representation ofthe Ana- Anastasis panel. This nt 
stasis parallel significantly the location of the Ana- springing of this arch up to which the'p 
stasis of S. Clemente Il revetment reaches. This is why the / 
It is unfortunate that the panel corresponding to visible, even if only in part, These 
the Anastasis on the other side of the arch is now in- on the other side of the arch does not, h 


ble. The two panels together could conceivably above the springing of the arch, and suite 
test to Nordhagen’s hypothesis concerning covered almost enhrely by the revetment. 

the use of the Anastasis in “portal iconography” since latter panel; which appears to have inclu 
possibly echo the arrangement of the doorway standing figures, is on the same level as th 
) Ramp in S. Maria Antiqua. However, panel with the portrait of Theodora 
vorth noting that the arch formed in the thick- the Anastasis panel is on a higher level 
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THE HISTORIATED RELIQUARIE 


on objects made in the 

The earliest examples of the Anastasis which have come nna ti etre 
Bast appear on a group of three historiated reliquaries - 
luxury objects closely related to each other in function, i | 
Although it has been shown thar they are closely interdepen el 
the earliest piece has long been debated Unfortunately, the represe 
on these objects cannot be evaluated before ascertal 0 
its two relatives. The date of this group will theretore be reexamined on the basis of evi- 
dence other than that offered by their treatment of the Anastasis 

The best known and most luxurious of the three probably belonged in the thirteenth 
century to Pope Innocent IV (1243-1252). It is now part of the Byzantine collection of the 
Metropolitan Museum of Artin New York City, and is known as the Fieschi Morgan Rel- 
iquary (figs. 24a-i).! It is a small silver-gilt box, the obverse of whose lid represents the 
Crucifixion in cloisonné enamel. This panel and four sides of the box are surrounded by 
the busts of twenty-seven saints. cach identified by an inscription.* The reverse of the 
Rover & quite different. Two crossing lines reproduce the shape of the cross and form four 
pariels, cach depicting a scene from the life of Christ: the Annunciation, the Nativity, the 
Crucifixion (for asecond time) and the Anastasis. This side is executed in niello, in contrast 
10 the enamel decoration of the exterior. The combination of these two tec hniques on a 
teliquary is unusual, and the source of some « omplications 


hnique, style, and iconography 
dent for their date, the date of 


tion of the Anastasis 


taining the dace of the earliest piece, and 


* The titst Version of chapter five was presented as 


4 lecture at the Dumbarton . 1024, 61-67, figs. 50-57. Lucchesi Palli, “Der sy 
tine Studies on May 2 tition or fich-palistinensische Darstellungstypus der Hollen 
a nu) roles =f hy Ch - * 
$085 Hugo Buchthal and The ant Christi,” RQ, $7 (1962), 2s0-267. L. Don- 
; Bigs Detain, la ee a“ tcheva, “Une croix pectorale-reliquair ae 
gh tTazet, — técemment trouvée 3 Pliska,” CA. 25 76). 63 
. notes 2-4. Hereafter: Dontcheva-F tkova 





L Donteva-Petkova, “Croix d’ or-Reliquair 

Pliska.” Culture et art en Bulgarie Médiés tle Ville 
XlVe #) Bulletin de UInstitut d’Archéolovic 
530 Hereafter: Dontcheva-P, 
Spirituality, no. $74. The 
Bulletin, 55/2 (1977), no. & 


3$ (1979) 
ctkova, 1979. The Age of 
Metropolitan Museum of Art 
0. 8S with a color photograph, 

M. Dalton and R Fry, Byzantine Enamels in Mr 


Pi rae 
TT Morgan's Collection (London, 1912), 7£.. pl.s 
losenberg, 1932, 34. 
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E. Lucchesi Palli recognized the closeneéa +e 
Pieve of Vicopisano (figs. 25a, b).! Thisis a cro: 
of Christ in niello, The obverse of the cross repre: : 
rounded by the Annunciation, Nativity, ¥ 
reverse is dominated by the Virgin of the ; 
tles on either side. The seco: c 
the cross he is carrying. Prete f 

: : gin, Christ is seated in ; ' 
gels, while below the Anastasis is represented. r 

A third reliquary, a close relative of the Previous two, was excavat 
and was published by L Dontcheva-Petkova (figs. 26a-c).4 This co 
one inside the other. The outer and middle crosses (to which I will t 
second Pliska cross, respectively) are made of gold and decorated in niel 
cross is wooden and undecorated. The first Pliska cross follows the same sc 
oration as the Vicopisano reliquary, with one exception; the center of the ¢ 
sents the Transfiguration and not the Crucifixion (figs. 26a—b).? The e 
served for the obverse of the second Pliska cross, while the Virgin appears | 
time on the reverse of this second cross as the Nikopaios type (figs. 26e-d). 
rounded by medallions of four Church Fathers: Chrysostom, Nicholas, Gre 

Basil (counterclockwise) : 
In all three reliquaries the quantity and quality of the decoration are apparent! 
to the value of the material of which they are made and the cost of their p 
cordingly, they can be graded in the following manner: the Fieschi Morgan 
because of the use of two techniques; the Pliska cross second, as it consists) 
sively decorated gold crosses; and the Vicopisano cross third, since itis made of j 
ver only 
There are also other more distant relatives of this group of historiated re 
is a larger oval silver reliquary box in the Museo Cristiano at the Vatican.* 
ts cover relates to the Crucifixions on the other reliquaries: 
evangelists are etched on the longer sides of the Vatican box. Another relative is th 
cross found in Chersonnesos decorated with representations of the Ascet 
> Still another is the half of a bronze cross who: 


. q 
Lucchesi Palli, op, cit., 2s6ff, figs ee For perineie a 
us bibliography, hernote2s. Also, Schiller, m1, 1908)+ TNs e ae 
ee f Museo Sacro, Gol he 
‘ Dontcheva-Petkova, 1976, 59-06, figs I @ foe sete ep 
Dontcheva-Petkova, 1979, 74-01, figs. I-ES: rel ane $ © 
Minor divergences also appear in the scenes of the ee on oul ‘ 
Ascension where the mandorla is carried by four ae 2308. 
rather than two angels. In addition, not one butree hae er 
apostles carry the cross, presumably Peter and An- sklabnja is Hersonesa,” vn 
drew, Dontcheva-Petkova, 1976. 65% 9 Schiller, m, fig- 456 
* Lauer, “Le trésor du Sancta Sanctorum, sift, - 


ctixion oni 


Transfiguration on its reverse 


pres 
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Vv. HISTORIATED pEeLiquarl 
archangels, the Annun- 
ongly—t9 be a late fif- 


has been variously 


‘ons of (wo 
bably w« 
aNnesOos cros> 
n reliquary 


the Crucifixion, the medalli 


+ This has been judged—Pr 
he Chersor 
nruries; the Varica 
the Vicopt 


nth centur 


‘survives representing 
ciation, and the Anastasis. 
Balkan work or a forgery 7 
dated between the eighth and the eleventh cet 
tenth and twelfth centuries; while the Fiescht Morgan 
iquaries have been dated between the seventh and the te sete 
of about 700 is generally favored for the Fiesc Morgan relique’?> 
of this group of three reliquarics interrelated 
and function. 

eae Fieschi Morgan should be dat 
stasis on it would present us with a inp 
of the Anastasis, the earliest known examp 
derworld, and the earliest known example of the mou 
of cach of these points are cruc ial 
Ifwe follow the current consensus and date the New York reliquary to ca. 700, then we 
would have to consider that the earliest known example of the iconography of the Ana- 
stasis appears on the reliquary, Given that such objects are conservative and resist inno- 
vation, it is anlikely that any other than w ell-estab 
part of its pictorial vocabulary Consequently, the appea 
quary at about 700 implies that this pictorial theme had 
stage, had ceased being an innovation, and its acceptability had been firmly est iblished by 
900. However, the birth and acceptance of the Anastasis were closely interwoven w ith the 
Christological decisions of the Sixth Ecumenical Council (680-681) and the Trullan Coun- 
1) (603), This, the historical context of the iconography raises the question: does a date at 
~corlehasormai Smapbnt Of time for the acceptance of the new image of the Ana- 
iquary? its Migration to conservative phylacteric objects such as the Fieschi Morgan rel- 
Shida particulars of the representation of the Anastasis on the New 
ee tiekhornn considered. This is an example of the first type of Anastasis 
Adam behind whom Ev cet eee bol 
‘been omitted along with Chiat’ : gape 
f smandorla. Lack 

~ as well as fo . 
‘corner rather than below - enaim ofthe broken gates of Hades in the upper right 
ke broken gates of the underworld y “pretation is supported by the variant placement 

‘light behind the Gaur of Ch on the Vicopisano cross, by the X-shaped expl 

hagas P Christ on the Vicopisano and the Pliska iss gd aati 
- gus out of which Adam's figure ri: and the Pliska crosses, and by the 
v i tripeych (ig, 39). ses on yet another historiated phylactery, 


. 

S sarcophagus and Christ’ 

alam Smandorla, which probably figured on 
. om. 4. S. . 

BPR Hiied Enon exh. cxt) ro yy mr 


between the 
sano, and the Pliska rel- 
cs Nevertheless, a date 
the leading and earliest 


j in terms of tec hnique, style, iconogra- 


ed to about 700, then the representation of the Ana- 
Je first: it would offer the earliest known example 
Je of the mout of the broken gates of the un- 


fof David and Solomon. The im- 


lished christological scenes w ould be 
rance of the Anastasis on a reli- 


already passed the experimental 


ding a scroll, and raising a half-kneeling 
The traditional sarcophagus of Adam has 
Of space is probably responsible for these 















































the model of the Fieschi Morgan kondadigl 
motifs are present in the early cighth-century 
ever, other aspects of the iconography point ik > 7 
As we have seen, no interest is expressed in the 
the early eighth-century exampl oe 
ples. Surviving examples { 
dicate that this aspect of the Anastasis has been modified by 
brae, which succeeds in characterizing the underworld hege 
underworld, which appear for the first time on th a “ 
placed under Christ's feet on its model, express a ; a 
scription of the overthrown kingdom of Hades. siege tae 
amples stress the struggle between Christ and Hikes By = i 
erect stance vigorously resisting Christ's onslaugh ivi r 
t. Surviving examples, 
century replace the ancient god of §. Maria AS it a sinuous p 
sprawled on the ground irrevocably defeated by Christ cosgienaeale ~ 
hold on Adam's heel. The Fieschi Mor ith i rie ri 
gan, along with its i 
ample of the latter type of Hades. : 7 
As suggested in the previous chapter, the more elaborate description of th 
and the representation of the sprawled Hades indicate a significant developn 
nography of the Anastasis. This development projects the defeat of Hades as 
pli and forms part of a broader tendency to focus the image on the rescue of Ad 


ceded Adam’s rescue. This approach, which is witnessed by early ninth-c 
examples and which probably has its sources in the late eighth century, isnow encour 
on this eastern reliquary, Does the eastern origin of the Fieschi Morgan suffice 
tracing this iconographic approach to Hades and his kingdom back to the begin 
eighth century? There is no corroborating evidence. - 
The situation is similar in the case of the motif of David and Solomon, which was 
ably included on the model of the Fieschi Morgan. The earliest dated example of 
comes from the Anastasis mosaic in the Chapel of $. Zeno dating 817-824 (fig. 2 
mosaic has been shown adapting an eastern model to local tastes and offering a te 
vid and Solomon. It is not po! 


inte quem for the emergence of the motif of Da 
certain the exact date of introduction of this composite motif to Byzantine 1¢ 
While the Fieschi Morgan Anastasis and the S. Zeno mosaic offer the earliest 
western examples of this motif, respectively, there is no trace OF echo of 
works dating before the ninth century. On the other hand, the joint appea 
kings constitutes a pictorial motif that is energetically pursued and dev 
Middle Byzantine period. Though the eastern model for the S. Zeno mo 
far back as the late eighth century, the absence of the motif from pre 
in contrast to the active interest evidenced by the Post-Iconoclastic pe 
dating the emergence of this motif as early as a, 700 r 
date, if the Fieschi Morgan reliquary has been correctly date 





















































ARIES 





U 
RIATED RELIQ 
RSIS 0 for the New York phylac- 


ca. 70! ‘ 
ae the evolution of the iconography of 
able certainty, though 


ith reason 
red with rea : rf 
toftheimage reached in the pre- 


’ Pee f 
ot cw, alysis of the implications © 
In review, the analysis © ae dizectly OPO 


i uestions whic! 
? many q scan be answe 


the Anastasis. None of these question 
tly affect the understanding of the atk Pee present stacy npn 
2 Heat » of the date 0 [ ae sa ayees 
Beanecep _ Be ans Tye aside, therefore, the repr Be cccasniting al 
peas icy coasretatn the date of the Fieschi Morgan reliquary by reex4 a 
stasis, We 


related evidence. ; - particularl 
Such a reexamination of the New a oat t Saige cycle of the first Pliska 
' ness of the ‘ 
earance of the Pliska cross. The nic : ies srmore, the scheme 
aan significantly expands the range of the available evidence. Furtherm nh 
‘a én the decoration of the second Pliska cross—the colobium Crucifixion on the 
followed in the de on the reverse—suggests that these 


irgi 7 f edallions 
obverse and the Virgin surrounded by four me Be ge t 
three historiated reliquaries may now be linked with a less exalted group of crosses follow 


ing the same scheme of decoration; for example, the Moscow and London crosses (fig. 
27).2 In addition to expanding the comparative material, this latter group of crosses con- 


y auspicious following the 


a third medallion of unidentified saint. Ross 11, no. 98 

(7) S. Nicolo dei Mendicola Cross, Venice, obv.: Cru- 
cifixion, rev.; Theotokos Nikopoios and four medal- 
lions. Counterclockwise: St. John the Baptist, St 
Phocas, St. Kyriakus, St. Constantine. S. Bettini, Ve- 
neziae Bisanzio (Venice, 1974), no. 17. My thanks are 
due to Sac, Rosolino Scarpa-Parroco of S. Nicolo dei 


» (1) Moscow Gross, obv.: Crucifixion, rev.: Theo- 
tokos Nikopoios and four evangelists. Rosenberg. 
1924, Sof, figs. 48, 49. Zalesskaja, op. cit, 169, gs 

> 2a, 2b. 

(a) Rhode Island School of Design Cross, obv.: Cru- 
cifixion, rev.: Theotokos Hodegetria and four evan- 
gelists. R. Berliner, “A Palestinian Reliquary Cross 

7 of about $90," Museum Notes. Museum of Art. Rhode 

Island School of Design, Providence, 9/3 (March, 1952), 

figs. 1, 2. Wessel, Die Kreuzigung (Recklinghausen, 

1966). Dontcheva-Petkova, 1976, 640. 13. 

= (3) Museo Cristiano Cross, oby.: Crucifixion, rev: 
Theotokos Nikopoios and four evangelists. Prandi, 
Roma nell alto medioevo, 107, fig. 79. E. S. King, “The 
Date and Provenance of a Bronze Reliquary Cross in 
the Museo Cristiano,” MemPontAce, 2 (1928), 198ff. 
pl aga. L. von Matt, Die Kunstsammlungen der Biblio- 
> aged Vaticana Rom, (Rome, 1969), nos. 132, 
(4) Mott Sinai Cross, obv: Crucifixion (2), r 
; 2), rev. 
Theotokos Hodegetria and four ka 
kK eo “Mount Sinai’s: Holy Treasures," 
“Felidam Magazine, 125/1 (January, 1964), 
($) Detroit Institute of Arts Cross, obv.: Crucifixi 
leotokos Nikopoios and four ey. hy 


Mendicola for making it possible for me to examine 
this cross. And below, n. 5.35/11 

(8) Tbilisi, Martuili Enamel Cross, obv. 
and two archangels, rev.: Virgin Hodegetria and four 
evangelists. Ch. Amiranachwili, Les émaux de Géorgie 
(Paris, 1962), 28ff. 

(9) Berlin Cross from Smyrna, no. 918, obv 


Crucifixion 


, Cruci- 
fix, rev.: Theotokos orans between two palm leaves 
King, op. cit., 200, pl. 28.14 
(10) Silver Cross in Reggio di Calabria, obv.: Crucifix 
and inscription 1 XE NuKA (sic), rev.: Theotokos or- 
ans, flanked by two Chi Rhos. A Lipinsky, “Encol- 
Pia cruciform orientali in Italia. I. Calabria ¢ Basili- 
cata,” BGrottaf, 11 (1957), 32-35 
Brass Cross m Case Archaeological Collection, 
nwersity of Chicago, oby.: Crucifix and four busts, 
fev.: Theotokos orans and four busts, Baltimore, 
1947, no. 299, pl. 46. 






mn aid | a angelists. 
Ai Byzantine Art. An Ethicon td i (12) Bronze Cross in the Detroit Institute of Arts, obv- 
Paine a Anes by the Walters sae Theotokos Nikopoios and four evangelists 
tess y 1947), NO. 305, pl. 38. Here. ore, 1947, no. 305 pl. 38. 
ane (13) Bronze Cross from Vraca, Bulgaria, obv-: lost, 


Oks Cros “obv.: Crucifixion eel nscale 


Nikopoios and four evangelists. 


rey.: 
iked by Peter and Paul, and Ponteva-Petkova, “Croix en bronze de Vraca,” 
: theologija, 17/2 (1975), 60-65, figs. 1a-b. 


























Earlier Studies 


Rosenberg was the first to study the Fieschi Morgan reliquary in depth. 
the early 1920s, is burdened with a heavy dependence on a theory of his 
preted as early Syro-Palestinian the iconographic type of Crucifixion di d 
is, Christ dressed in a long colobium and staring with wide open eyes." This vi 
ever, has been superseded by later studies, which have allowed a more sophi 
derstanding of this iconography. Asa result, this type cannot be used any mo 
date and/or origin since its use was widespread and continuous at least until t 1 
Macedonian period. 

Rosenberg, who did not know the Vicopisano and Pliska crosses, related | 
Morgan reliquary to a cross at the Cathedral Treasury in Monza, which he dated to’ 
This impressively precise date has been traditionally attributed to it on the basis 6! 
of Pope Gregory, which mentions a cross he gave to the son of Queen Theodo 
cording to Rosenberg, the iconography of the Crucifixion did not contradict this 
he accepted it. However, since there is little proof of a direct link between Pope G 
and the Monza cross, its date remains open. 

He proceeded with a stylistic comparison between the Monza cross and another 
quary, the Goluchov cross, which led him to suggest 4 date at ca. 700 for the | 


bul: Fourth Preliminary Report,” DOP, 
275, figs. 21-22. For an intermediate group © 
linking those listed in p. $.9 with the 
tioned here, see n. §-3$- 

«Especially Rosenberg, 1922, 32ff Ro 
1924, 67, 65. 

= Rosenberg, 1924, 53+ . 
Kreuzigung, 23, 280. 47- Lucchesi P: 
palastinensische Darstellungstypus 
Christi,” 231, 0. 6 A. Frolow, La re 
Croix (Paris, ar nO. 159% p- 24! 
dela relique de la Vraie il 
du Vile siécles, Byzantinoslav 
esp. 3246. fig, _ “Bayedi 
Jahre christliches Bayern, 
1s8f., ill. on pp- 15-151. 
Duomo di Monza (Monza, 19 
4 Rosenbereg, 


(14) Kanellopoulos Museum Bronze Cross, Athens, 
oby.: Crucifixion, rev.: Theotokos Nikopoios and 
four evangelists. Splendeur de Byzance (Brussels, 
1982), no. 13 

(15) London nielloed silver cross (private collection): 
obv.: Crucifixion; rev.: Theotokos Nikopoios and 
four evangelists. Unpublished. 

The previous group of crosses is related toa later 
group in which Christ is represented in loincloth on 
the obverse surrounded by four medallions. This 
type can be exemplified by a lead cross excavated in 
the atrium of Hagios Polyeuctos in 1967 together 
with a number of coins of Isaac Il Comnenos (1185- 
119s). Oby.: Crucifix surrounded by medallions of 
the four evangelists, rev.: Meter Theou Orans 
flanked by medallions of two archangels, an uniden- 
tified saint (top) and St. Basil (bottom). R. M. Har- 
rison, N. Firatli, “Excavations at Saraghane in Istan= 
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further stylistic comparison of the 
him adate around the year 700 forth 
arenot convincing, 
cross is unproductive, 
than on proof. 
Rosenberg also suggested a Syr 
theque. In addition to its use ofaco 
as evidence for such an origin, he cons! 
mentions twenty-five saints, 
to the cautiousness of Rosenberg’s 


as conclusive proof of the Fieschi Morgan's Sy: 
“seven saints on C 


casily understood: nine of the twenty 


i i u a r ee t ag 
is litany. Furthermore, the litany does no : a 
ise h evidence for the Syro-Palestimian origin of the Fieschi 


ble as the dare Rosenberg attributed to it. 
ith the question of the date of the New York stau- 


list of apostles.‘* Consequently, the 
Morgan reliquary is as questiona’ 
Two other studies have also dealt w 


rotheque, Lucchesi Palli accepted Rosenberg’ thesis before ir 


V. HISTORIATED 


Goluchoy t© the Fieschi 


e Jatter as well. ee 
while the foundation ofthe Fieschi Morgan's date 


since the date of the Mo! 


o-Palestinian pro 
Jobium Crucifixion, 
dered a Syrian-Melchite 
eighteen of whom appe 
conclusions, this lit 


RELIQUARIES 
Morgan reliquary indicated to 
sro’s stylistic Comparisons 

Rosenberg 5 Sty 2 
same on thatof the Monza 


cross is based on Jocal tradition rather 
nza : 


venance for the New York stauro- 
which was at the time interpreted 
All-Saints Litany, which 


ar on the Fieschi Morgan. “4 Contrary 
any has been often cited since then 


ro-Palestinian origin. His caution can be 
he reliquary are not accounted for 


ree with the Fieschi Morgan even in its 


ntroducing the evidence of 


the Vicopisano cross into the discussion. She consequently dated the Fieschi Morgan 
within the seventh century and the Vicopisano cross later.‘° On the contrary, Dontcheva’'s 
publication of the Pliska cross suggested a date in the ninth or tenth century, as well as a 
Constantinopolitan provenance on the basis of the cross held by St. Andrew in the scene 
Of the Ascension, and the presence of the four Church Fathers medallions surrounding the 


Virgin.” 


1922, 34. Frolow, La relique dela Vraie Croix, no. 160, 
Pp. 267f. Lipinsky, op. cit. 13—32 

“ Rosenberg, 122, 34ff. 

re A. Baumstark, “Eine syrisch-melchitische Aller- 

heiligenlitanei,” OrChr, 4 (1904), 98-120. The litany 

mentions eleven apostles, the Fieschi Morgan reli- 

quary represents twelve. The names of ten apostl 

; postles 

are shared by both, Thelitany mentions thirteen mar- 

tyrs and the Fieschi Morgan represents ten, The 

Dames of seven Martyrs are shared by both. The lit- 

aay mentions one bishop, the Fieschi Morgan repre- 

PasMiree, neluding the one mentioned in the litany. 

seer Palli, op. cit. 250-267. Also, RBK. w. 

| Danchev-Pethova 1976, $9; 

was excavated in 1973, 26 met 
as F ers ti 
Hof the southeastern : tower of the oa Seat 
Of 1.70 m together with a m: 
& ass 
Dontcheva nightly argued that the 


stom, Basil, Gregory, and Nich- 


Ka cross argues fora Middle By- 


656 in. 30. Their fepresentation 


idem, 1979, Soff. 


on crosses has been associated with Middle Byzantine 
apse decoration by A. Grabar, “La précicuse croix de 
Lavra Saint-Athanase au Mont-Athos,”” CA, 19 
(1969), 111. Moreover, the Middle Byzantine period 
Witnessed a great intensification of the worship of SS 
Basil, Gregory, and Chrysostom, while St. Nicholas 
closely followed in the honors, The relics of St. Greg- 
ory were translated from Cappadocia to the capital by 
Constantine Porphyrogenitus and deposited in the 
churches of the Holy Apostles and H. Anastasia. Jan- 
uary 19 was set aside to commemorate this event (SCp 
401.53). The celebration of his memory on January 25 
included a procession from H Sophia to the Forum, 
ce oe in the Churches of H. Sophia, 
teos, Le Typicon di I ee 
Rae ae dé la Grande Eglise. OCA 165, 166 
hehe oes 3 
ane ofthe oe eg Seis for the commem= 
boithe ciniseh of ahs ae the relics of Chrysostom 
Younger. The aie . Postles by Theodosius the 
church of the Hol. ees a oe a 
Y Apostles, included a procession 


4. Hereafter: Mateos] 


- 


THE ICONOG 


The Tconography hy. 


A comparison of the christological cycles deco 


functions will prove useful. The comparati 
early seventh century ampullae, 


ve material comes fir: 
designed to contain sanctified 


f rating th 
other groups of objects that served a sinnian itn Seuy 


if 


sancta and often worn around the neck as phylacteries. The s 


tagonal marriage rings decorated in niello (fig, 


3). Their bezel usually repr 


ried couple invoking concordance under the aegis of Christ and sometimes 
: es th 


third group is offered by the bowl-shaped censers, which mostly date from 
century, though some examples may date from the early eighth see: 


which have been discussed in varying degree are decorated with abbrevi i 


cycles, as are the reliquaries considered here. A 


christological cycles appearing in each group proves the existence of strong 
them as well as undeniable points of disagreement. * 


To start with, all of these cycles exclude the miracles of the Life of Christ. The 


that started in H. Sophia, went to the Church of 
Apostle Thomas at Amantion, and hence to the H. 
Apostles (scp 425.21. Mateos, 1, 212.24). His mem= 
ory was also celebrated on November 13, when his 
relics had been deposited under the altar of the 
Church of the H. Apostles. This celebration also in- 
cluded a procession led by the patriarch from H. So- 
phia to the Forum and thence to the H. Apostles (scp 
217.38. Mateos, 1, 100.4). This celebration was in lieu 
of September 14, the actual date of death of Chryso- 
stom, which was, however, moved because the 
Raising of the Holy Cross was celebrated on Septem= 
ber 14. December 15 commemorated Chrysostom’s 
ordination as patriarch of Constantinople (sep 
312.22) and February 26 his ordination to priesthood 
(scp 492.27). Basil was similarly honored in H- So- 
phia on January 1 (sep 364.15). The increasing im- 
portance of these three Fathers of the Church actively 
continued into the eleventh century, as attested by the 
reservation of January 30 for the joint commemora- 
tion of Basil, Gregory, and Chrysostom (scp 433-53: 
For Gregory, see also Galavaris, Gregory, 41. $)- The 
feast of the Three Hierarchs, as it was called, was in~ 
stituted in 1084 (Bertoniére, 114. Beck, $$5)- St. 
Nicholas’s memory was celebrated on December 6 in 
H. Sophia (scp 284.8) and the translanon of his relics 
on May 8 or 9 (scp 665.49, 672-49)- The importance 
of the worship of these four Church Fathers in Middle 
Byzantine Constantinople is probably reflected on 
these crosses as it is on the apse decoration ofthe same 


6 


> 


comparative list itemizing the 


a 


period. Moreover, the strength of the 
politan tradition, which associated St. Nich 
the three hicrarchs, is confirmed by the’ 
served for these four saints, who are repres 
gether as a unit in many churches, as for exai 
Cefalu, Capella Palatina, and Martorana. O. Dé 
The Mosaics of Norman Sicily (London, 1949), 
80. 

The themes represented on the historiat 
quaries are in italics. 


ieanes Ampullse Ringe Grier 


4, Annunctation 

2. Visitation 

3. Nativity 

4. Annunciation te the 
Shepherds 

5 Magi 

6. Presentation int the 
Temple 

7. Baptism 

&. Transfiguestion: 

g. Entry to Jerusalem 

10. Cracifixion 

1t, Myrophores or 
Cha 


14. Doubring Thomas 
1g. Walking on the 
Water 


i a 
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TQUARIES 
n their choice of scenes. How- 
ampullae by arranging these 


a ree groups 
] sequence, The scen ese 0 Ps, 
‘ ct chronological es common to th h 


hth century. : the Annunciation 
i i , are: th . 
f rang ige fr toe n the late sixth to the ae tee ee 3 
4 on, the Nativity, the Magi, the Baptism. he Crue fixion the Myr j hore 


on. Jude the scenes of the Visitation, the 
tori iquaries, on the other hand, exc : 3 a ie 
=i oa < asaien expanding their christological c ycles with the Transfig- 
n aad tie Satine They also stabilize as part of their iconographic program the 
n 5 


e of the Presentation in the Temple, which was not normally ae Sace 
ampullae, the rings, and the censers. Thus they omit eo am me sees 
(the Presentation replaces the Visitation) and include new scenes (c he” ens ag ‘ a ane 
the Anastasis), which occasionally replace older favorites (the Suan su Pianits)(71€ My- 
rophores and the Chairete). They also avoid depicting miracles performed in Christ's life- 

time. 

ao immediately apparent that the iconographic decoration of the reliquaries reflects 

better the range of subject matter favored for the illustration of the story of Christ from 

the ninth century on, than that which was popular during the pre-Iconoclastic period. In 

fact it compares well with the standard Middle Byzantine church programs as seen, for 

example, in the mosaic decoration of the eleventh-century churches of Hosios Lukas, 

Chios, and Daphni. Moreover, all the scenes chosen for the decoration of these reliquaries 

become a fixed part of the Middle Byzantine feast cycle, which only expands the core pro- 

vided by the christological cycle of these reliquaries.” The composition of the Middle By- 

zantine synoptic cycle was stabilized by the tenth century, 
changed ever since, as witnessed by a pocket-size triptych icon, 
ae Mescomin Athens (fig. 28). This reads from left to right 
ae ; » Magi, Presentation in the Temple, Baptism, 


of Lazarus, Entry into Jeru: 
; to Jerusalem (first row): Crucifix) 

: ; Crucifixion, ; ) z 
as, Ascension, Anastasis, Doubting 


Tra i Ae oa 
nsfiguration, Dormition of the Virgin (second row).° It is inter- 


ork places the Transfiguration out of 
aptism. As a result, the left leaf of this 
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: 7 : same pattern 
censers basically follow ily from fie 


remaining practically un- 
a minor Slavic work of the 












cleabsent fr 
ae om the cycle of the historiated reliquaries 
Ie eucharistic Sce, 


leaf represent later litur, 
NO concern in the Prese; 


nes crowning each triptych 
Bical elaborations and are of 
nt context. 


1 
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THE ICONOGRAPHY 
icon models. In any case, the iconographic program 2 
ence of post-Iconoclastic predilections and dates devoti 
This suggestion is strengthened by the Presence in the 
tifs iNet parallels are found in Post-Iconoclastic works only. 
tion in the Temple includes the motif of the altar, which is ch 
clastic works and which cannot be traced in the pre-Iconoclas 
example of this subject comes from the Dumbarton Oaks Marriage rin 
on any of the other rings (fig. 3). Here, as well as in the other pre-Icono 
there is no trace of an altar. This motif, which has been interpreted'as 1 
eucharistic aspect of this scene, appears for the first time on the enamel: 
(817-824).*! Thereafter the altar is frequently included, Moreover, the theme 
itation, which occurs together with the Presentation in the Temple on the’ 
Oaks ring, the Oratory of John VII, and the cross of Pascal I, is omitted in the 
reliquaries. Its absence similarly echoes the waning interest in the theme of the 
characteristic of post-Iconoclastic cycles. ue 
The representation of the Transfiguration on the Pliska cross contains anothe! 
ing motif: Elijah and Moses are placed inside Christ's mandorla. Our pre ninth cer 
examples, all of which come from monumental works, do not include this motif, 
first appears in the Chapel of S. Zeno and is frequent thereafter.* The insistence. 






















‘ For the iconography of the Presentation in the Jahrhunderts nach Mosaiken tind Malereren, 
Temple, see D. C. Shorr, “The Iconographic Devel- 478, 477. For the cross of Pascal I, see Ky 
opment of the Presentation in the Temple,” AB, 28  zantine Enamels (Recklinghausen, 1967), 
















(1946), 17-33. K. Wessel, “Darstellung Christi im  * The earliest known Transfiguration cot 
Tempel,” RBK, 1, 1134ff. K. Weitzmann, The Fresco the apse mosaic of S. Apollinare in Classe. 
Cycle of S. Maria di Castelseprio (Princeton, 1951), were two sixth-century Transhigurations, 
62ff. E. Lucchesi Palli, “Darstellung Christiim Tem- facade of the Church at Parenzo, now, 


vel," LChrI, 1, 473ff The earliest example of this the famous mosaic apse at the m on ; 
ae comes from the triumphal arch of S. Maria Mount Sinai. The Church of SS. Nereoe ve! 
Maggiore, which is unique in its iconographic partic- Rome depicts the Transfiguration on the 
ulars. S. Sergius at Gaza included such a scene among triumphal arch in mosaic. This dates 6 ¢ 
its mosaics according to Choricius’ description; Pope Leo If (795-816). Wactzoldt, op. 
Mango, Sources, 65. The earliest iconographic ap- S71, fig. 315, and D. ere U K 
proximation of the scheme under consideration ap- sidale della basilica dei S ne pe 
pears on the Dumbarton Oaks marriage ring, Ross, adozionista del pre 

Nl, no. 69, pl. 43. Next comes a mosaic panel at Kalen- (Rome, 1h pee 
derhane Camii provisionally dated at ca. 700 by Rome, is a mo: Pn This is the! 
Striker, and in the seventh century by Kitzinger, Prassede (817-824). in 
C. L. Striker, Y. D. Kuban, “Work at Kalenderhane cade i eee 2 
Camii in Istanbul: Third and Fourth Preliminaty Re- Break, = ae 

ports,” DOP, 25 (1971), 25sf. fig. 11. Also, E. Kit- Rom, oe Sor : 
zinger, Byzantine Art in the Making (Cambridge, Deisis a Wie brcer™ 
1977), 155, fig. 206. The scene is also part ofthe mo- connects the 

saic decoration in the Oratory of John VII in the old 
St. Peter's. Grimaldi, Descrizione della basilica antica di 
S. Pietro in Vaticano. Codice Barberini Latino 2733+ fols. 
90°91", fig. 39, and Waetzoldt, Die Kopren des 17. 





































































LIQUARIES 
nto see here the influence of 
tinople, dating from the 
criptions. This mouf 
in the Paris Gregory, 


its presence ! i : 
firmed by its P £ Constantinopolitan 


V. HISTORIATED RE 


Ja, which goes with it, has led ee ee 

om the church of the Holy Apostles in : o rie 
e ninth century and known to us only throug) 
Me alesse, nai ther manuscripts © 

ay f ne 

ith marginal illustrations, and ! 

Ives the trees that flank the Virgin in the Ascension 
ves : 

5,2! The representation of the 

resentation in the Temple, was extremely 


i survive in all kinds of media.*# Signifi- 
’ eat 1 ercaliperieeatll trees, while the Middle Byzantine 
id Be esiped an Ee senittic variant that placed the Ascension ‘ie Leb . 
two trees, preferably flanking the Virgin. The abbreviated version : this : y 
‘be seen in fol. 77° of the Bristol Psalter.** The late ninth-century dome 2am an the 
“church of Hagia Sophia in Thessalonike gives the full version. Here trees are used to iso- 
late all figures, but those which flank the Virgin are 
‘post-Iconoclastic Ascensions.*? 


: iconographic motif invo acc 
oth on the Pliska and Vicopisano crosse 


that of the Transfiguration and the P 


a 


a different type that often characterizes 


Nat, cod, gr. 10. fol. 7! and Athos, Iviron, cod. 1, —sonnesos cross taking up three of its arms. The Virgin 
fol. 303" in K. Weitzman, “A Metamorphosis Icon is depicted as Nikopoios at the center, proving that 
GF Miniature On Mount Sinai,” Starinar, 20 (1969), this poorer cross conflates the two different represen- 
4ls~ 42, figs. 3 and 2 (reversed), All surviving ex- tations of the Virgin depicted on the reverse sides of 
ny s before Paris QF. $10 represent the two proph- the first and second Pliska crosses—the Virgin orans 
Gis Without nimbi, The sameistrucoftheapostleson of the Ascension and the Nikopoios surrounded by 
Sinai mosaic. All the apostles are nimbed for the the medallions of the four Church Fathers. The Cher- 
first time on the mosaic of SS. Nereo ¢ Achilleo, sonnesos cross is also comparable to the Vicopisano 
WwhileontheS. Zeno mosaic only St. Peterisnimbed. and Pliska crosses technically, stylistically, and epi- 
‘The prophets and Apostles intherepresentationofthe graphically. N. P. Kondakov, Russkic Klady (St. Pe- 
: ee Plsks me arenimbless, The rersburg, 1896), 1, 43f., fig. 12. Idem, Ikonografia Bo 
ansfi uration is also depicted in nicllo on the lower gomatert (St. Petersburg, 1915), 1, 136, fig 60.C.O 
of the Chersonnesos cross, The nimbed prophets Nordstrom, Rapeticsriiten (Stockholm 1953 
ted outside the mandorla, while the apos- ' 
to be cut off ar bust level for lack of space 
n. $.7). A comparable use of the Transfigu- 
‘seen on the cover of the reliquary receptacle 
of the True Cross from Alba Fu- 
Palazzo Venezia in Rome. This is shaped 
al cross, Which bears at its center the fig- 
the mandorla flanked by the busts of 


126, 
figs. 28f. Dontcheva-Petkova, 1976, 64; idem, 1979, 
85f., fig. 18. The Chersonnesos cross ¢ xemplifies the 
extent to which the dating of this group has suffered 
Kondakov preferred an eighth- to eleventh-century 
date for it. Schiller dated it in the cighth century on 
the basis of its similarity to the Vi 
while Zalesskaya, Op. cit., 171, 174, dated it to the 


< tenth / eleventh century. On the other hand, Nord- 

ed ee ets be. sens attributed it to the sixth century 
figures of Peter Til Jerses s coe tconography of the Ascension, K. Wes- 
of the patriarchal cross. ee ‘i w. “Himmelfahre." Most pre-Iconoclastic 
l¢ Croix, 2946, no, 271. de Tr Pies come from the ampullae. Grabar, Ampoules 
Viale Croix (Paris, 1965) eigen, Passim. s See, n. 6.1. 
4 1967) Sa Storia della pitttira bizantina (Turin, 

Th eae 81-86. Hereafter: Lazarev, Storia 

© Virgin of the Ascension does not usually ap- 


IcOpisano Cross, 








¥ scene on the Cher- 






THE INSCRIPTIONS 
Ppears on the Crucifixion panel 2 


'S uncommon motif is obvious 
obvious! 
placement is reserved for a similar motif on the reverse - 1 
century icon of St. Chariton and St, Theodosius from Mr Sinai (Gg. 
ers spring out diagonally from the center of the : atte 


A triple floral motif that a 
also worth considering. Thi 





























Uspenski Gospels in Leningrad—a manuscrip 
dore Studites (fig. 30)—points to the first half of the ninth century for the} 
gan.*? 3 

Thus the christological program of the historiated reliquaries points to a 
than a pre-Iconoclastic date. The same is true of a number of iconographic mo 
Presentation in the Temple, the Transfiguration and the Ascension (not to me 
Anastasis) include features which appear from the ninth century on. Similar 


cated floral motif on the enamel cover points to the first half of the ninth cen 
precious reliquary and its relatives. 


The Inscriptions 


The spelling and lettering of the Fieschi Morgan’s niello inscriptions, like the: 
scriptions of the other two reliquaries and other related works, is by and largea 
(fig. 24g). The inscriptions on the enamelwork are a different matter (figs. 246, 
Their lettering is nondescript and their spelling worse. Letters follow each other i 
wrong order (1lETOPC instead of NETPOC, fig. 24b), the letters \ (as in HWANIC OF 
cifixion) and 4 (as in 0 ArIOC KOCMAC) are reversed, and Mis placed upside down 


pear flanked by two trees in the early period. There is, vena, and in the miniature of the Tran 
however, evidence that the isolated motif ofthe Vir- Paris gr. $10: : ’ 
gin flanked by two trees did exist at the ume. Itis en- af Weitzmann, Sinai Kons, 1, 00. 37b, | 
countered on painted gold glass [G. A. Wellen, Theo- *» Weitzmann, Die byzantinische B 
tokos (Utrecht, 1961), pl. 42a] and in the apse mosaic und 10. Jahrhunderts, 35, fig. 236. N, 
in Panagia Kanakaria, where the Virgin is flanked by BiBdwodnxn ele 
two palm trees [Sacopoulo, La Theotocos ala mandorle Movs tov Sroviiaw (Athens, i 
de Lythrankomi, 22f. Megaw and Hawkins, The This is the first pees 
Church of Panagia Kanakaria at Lythrankomi in Cypris, uscule. Iris ve met nd was 
53f., sof.] Their place is taken by two bushy trees in tery of Seussy 1 ee aed 

the apse of Eski Baca Kilisesi [J. Lafontaine ho ee Leningrad, Put 
“L'église dite Eski Baca Kilisesi et la place dela Vierge * ; 
dans les absides Cappadociens,” Festschrift Otto De- E © Rosenberg, ae 
mus. JOB, 21 (1972), 163ff., pls. 4-5, €Sp- PP- 108, 
175]. The association of palm trees and epiphanies 
had a long and continuous history, as for example in 
the representation of the Traditio Legis in S. Costanza, 
in the dome of the Baptistery of the Arians n Ra- 
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). Names as common as IWANNHC are 
24c)- 


joc Nl fig. itle of th 
p APIOC TANTEAEH@ON) (1 g cand HANI, FBS. agf, b), the title of the 
Beeaeerortoccsstons (i Jusion of nonphonetic errors (11 


i ile the inc z < 
7. ahaa suggest a craftsman whose native tongue 
stead of 14£ 0 YI . fig. 






to fix his letters which float in the rich 
Beresford Hope cross in the 
ross of Pascal I. The letter- 
aspects of the niello script 
the Fieschi Morgan 






is unable 


piaechii melist 
the Fieschi Morgan ena Peiaceontihe 


round. The same is true of t ‘ 
and Albert Museum (fig. 31)" a work dated after the ¢ 
1 the London enamel tries to reproduce the more a ale re 
istori iquari is is not even attempte j : 
eeetaates seliqnanis. vee E evcid decorative effects. Everything 
nelist, who simplifies the same script by avoiding any é 
1 elie i ith the language and the technical 
5 to the relative unfamiliarity of this craftsman w1 £ 
cA Ae ment Js. The contrast between the enamel 
lems attending the use of inscriptions on enamels. MM etdectity. of 
‘the niello inscriptions confirms that two craftsmen are at work here, 4 ane 
‘the enamelist and the toleration of such barbarisms on a highly luxurious wor is some- 
‘thing to which we will return. This is not repeated on the other members of this group of 
reliquaries, whose primary link is their niellowork, 

The niello inscriptions also establish a link between our historiated reliquaries and a 
large group of related crosses, of which the Moscow and London crosses have been offered 
‘as examples (fig. 27). The beautiful lettering of the niello inscriptions can be found on litur- 
gical and devotional objects as early as the seventh and as late as the second half of the tenth 
4 ‘Century. * The function of the objects on which this script may be seen and the great chron- 
rr ‘logical span ofits use allows the preliminary suggestion that the niello inscriptions follow 
@traditional liturgical script employed in works of the minor arts whose function is related 
to common practices of worship. The enamelist of the Beresford cross tries to imitate this 
sy Script despite the technical difficulties involved. Similarly, the Fieschi Morgan enamelist 

_ 3 ‘though he omits the decorative lines in which the letters of this script characteris- 
terminate. The technical problems here are largely caused by the transfer of this let- 
to the enamel medium. These technical problems 






















are resolved by the end of the 


h, Late Antique and Byzantine Art in the 
; Albert Museum (London, 1963), 18f. 
Byzantine Enamels (Recklinghausen, 
no. 8. The Virgin is labeled here ma, 
The Beresford Hope Cross finds an inter- 

















of the Virgin and John. The two empty medallions 
above and below Christ probably represented the 
two archangels following a scheme similar to that of 
the cross on the Katskhi Icon of the Savior (below, 


= 115). This type of cross c - : f 
nthe enamel cross in th : typ ross continues into the Late By- 
‘Christian eA. Wien Period, as attested by the Crucifixion on the 

provenance seems Miecat ane Cross in Copenhagen (Wessel, Byzantine 

thape of the cross and aie ead. pees, 185, no. 59) and the enamel cross in the 
9 aes Oaks Collection (Ross, 1, no. 159) 

be $ for example, on two silver plates from Con- 

pte dated at 610 by their stamps (Ross, 1, no- 

Sass i 17). Comparable is also the lettering on the 

of Basil I in the Dumbarton Oaks Collection 


d. 
a between 960 and 963 (Ross, 11, no. 97 and no. 
















































THE INSCRIP 
ninth century, as witnessed by the enam: edallion p 
others (fig. 32). Therefore, ie ple ee 
the comparison of the Fieschi Morgan enamelwork and the 
for a date in the first half of the ninth century for the New } 

One inscription on the Fieschi Morgan enamelwork is of 
in the scene of the Crucifixion is entitled EoToKoc (fig. 24f) } 
cially qualified as Theotokos after the condemnation of Nestorius by 
sus in 431, this title is hardly ever encountered labeling the rote = 
the background of her image. Its appearance on the Fieschi Morgan co: 
which is compounded when we find the same title identifying the } 
verse of the second Pliska cross (fig. 26d) and on a great many of its : 
ample, it is repeated on the Moscow cross, the London cross (fig. 27), acr 
Island School of Design, another in the Museo Sacro, and on quite-a few 
them depict the Crucifixion on the obverse and the Theotokos as Nikopoios or H 
on the reverse. The Theotokos is usually surrounded by medallions of the 
However, the medallions may also depict the Church Fathers Basil, Gregor 
tom, and Nicholas, or the apostles Peter and Paul. Close to this group of 
another group which follows the same iconographic scheme, but labels the 
eroy. This group, of which there are a number of examples in Athens (fig. 
York, France, and so on, also has descendants. +s 

Thus, a substantial group of crosses and reliquaries follows the same scheme 





Venice, Tesoro di §.Marco, Crown of Leo VI, (6) Siena Cross: obv.: Crucifix and ns 
Wessel, Byzantine Enamels, no. 12. Venice, Marciana, —NIKA, rev. Meter Theou Nikopoios (back: 
1 Reserv. 56, enameled bookcover, throne visible) flanked by two archangels. 


cod. lat. 1,101 
Wessel, op. cit., no. 13 cit., 200, pl. 28.13. 
4 Above, n. 5.9 (7) Saint-Michel d'Aiguilhe Gross, obv.c 
's (1) Benaki Museum Cross, obv.: Crucifixion, rev.: (2), rev.: Meter Theow Nikopoios ft in 
Meter Theou Nikopoios and evangelists. A. Frolow,  dallions containing the a 
“Le culte de la relique de la Vraie Croix 4 la fin du FE Enaud, “Découverte d'objets et c 
Vie— au début du Vile siécles,”” 325, fig. 2. Idem, Les Saint-Michel d’Aiguilhe (Haute-Lot 
reliquaries de la Vraie Croix, no. 161, pp. 62, 165. 3, Historiques de la France, 7 (1960 137, 
227 n. 1. Dontcheva-Petkova, 1976, 64 n. 1s; idem, (8) Bronze Cross in Reggio di 
stroyed, rev.: Meter Theow 
two figures (swathed mummies?). 
pia Cruciformi orientali in Iralia. 





x 





1979, 57, fig. 23 

(2) Stathatos Collection Reliquary Cross, Athens, 
obv.: Crucifixion, rev.: Meter Theou orans and evan= =: 
gelists. A Xyngopoulous, LvAdoyn ‘Evens Sra cata, asf 


National Archa 
Yarov (Athens, 1951), no. 33, p- 466, pl 27 (9)? , ¢ 
Dontcheva-Petkova 1976, 64n. 16. ts Cale Se ji 
(3) Berlin Gross no. 1938, obv.; Crucifixion, rey.2 blest XC NHKA (sic), 
Meter Theou orans and four medallions (evangelists flanked by owo trees. 


2). King, op. cit., 199, pl. 25.3 (above n. $.9/3)- em fan 


(4) Berlin Cross no. 1936, same as previous. King, i : 
Op. cit., 199, pl. 25.5. bs saints. Barly © 

(5) Metropolitan Museum of Art Cross, obv.+ Cruci- 302, ee 
fix, rev.: Meter Theou Nikopoios, no medallions: (1) 
King, op. cit. 200, pl. 28.11. 
















































JARIES 
ATED RELIQU ; 
V. HISTORI nese objects are further in- 


. ai 8 o 
for the most part, "the same technique and Ra and “Meter Theou 


ar k 7 
y their inscriptions, among which the words Theotoko 
ee. ae ane Bee icin as Theotokos 1s parallel to 
“ga. fe 
‘can be little doubt that the designation 


i ip to the divine; the latter 
nation as Meter Theou. Both titles define her ino Ee Hicth to God, 
Ac ther or Begetter of God and the ee kon in the context of the Passion. 
bel is therefore spate for sie nature in Christ, the label Theotokos 
the Crucifixion testifies to the perfect num . divine nature in the incarnation, 
Acter Theou testifies to the perfect penne" ae a ae PNiiginin im 
would expect that either of these titles os his eta Bee The panvining 
ges of the Crucifixion from the earliest times. "a Sete npclistic period invariably la- 
representations of the Virgin that can be dated tot at pre tee oreict the Crucifixion 
bel her as MAPIA or HArIA MaPIA. For example, the two caries 

which come from Mt, Sinai employ it.*° The label Hagia Mari E ie Pein 
from the ninth century on. Its disappearance is certainly complete as far ast re image of the 
Crucifixion is concerned, its place taken by the legends Meter Theou or Theotokos, both 
of which emerge for the first time on Byzantine images after 787. 

Meter Theou appears for the first time on another Crucifixion icon at Sinai dated to the 
late eighth or the first half of the ninth century. *7 Significantly, this representation is the 
first clear example of a Crucifixion including all attributes of the Middle Byzantine icon- 
“Ographic type: Christ is dead, as denoted by his closed eyes, and wears a loincloth, which 

‘ ‘emphasizes the vulnerability of his humanity. This type of Crucifixion including the title 
Meter Theou predominates from the tenth century on, while the colobium type is also 
‘sed until much later, becoming more and more old fashioned, as we have already noted. 
Concurrently, the ninth century witnesses the use of the label Theotokos. For example, 
fol: 98" of the Pantocrator Psalter 61 is illustrated with an image of the Crucifixion in which 
‘the dead and loinclothed Christ is mourned by the Virgin now labeled H arta @EOTOKOC 
(fig. 34)."* This manuscript dates from the second half of the ninth century, 
Constantinople, and belongs to the group of Psalters with marginal illustrations, which 
offers some of the most vivid visual evidence of the awareness and vitality with which 
artists of the post-Iconoclastic period set out to transcribe in visual terms their theological 


y. The i i i 5S Of ae 
ae experimentation with both types of Crucifixion in these Psalters has long 


2 


ais for the most part rejected 


comes from 


els Michael and Raphael (the medallio: 
and the fourth medallion on the tsice 
ed), rev.: Meter Theou orans, 
and Paul and surrounded by medal- 
(the medallions of Mark and 
Oe oe of the * Ibid., 7f., 8.50. 
Ket eae * See, n. 6.1. Fol. g8* illustrates Ps, 73.12. For the 
Weed ii mae and Provenance of this psalter, 1. Sevéenko, 
Betinate Ig. he Anti-iconoclastic Poem in the Pantocrator Psal- 
Bios FY Cross ter,"CA, 15 (1965), 39-60. 
Venice eM. §.9/7) 


fepresent the colobium-clad Christ with eyes closed 

A number of additional examples could be added to 
this list whose members represent a particularly pop- 
ular type. 


" Weitazmann, Sinai Teons, 1, 8.32 and 8.36 








STYLISTIC ConsIT 
been ascribed to this activity,19 Similarly, the cl 
kos and Meter Theou should be seen in the same light, 
oclastic visual theology. 

Thus, the parallel use of the labels Theot 
able group of phylacteries, which includes t 
in representations of the Crucifixion in oth 
dated before 787. Consequently the presen 
reliquary and its relatives proposes for the 

Similarly, the unusual inscription r 


okos and Meter Thee 
he Fieschi Morgan rel 
er media. However, th 
ce of the label Theotokos on th 
ma date after 787. 
: uy ee ENA (instead of the common i 
tifies the scene of the Nativity on the Fieschi Morgan staurotheque as well a: 
cross, also proposes a date after 700 for our group (figs. 24g, 26a). It is alse 
on the Martvili triptych, a related post-Iconoclastic portable phylactery in 
will be discussed later (fig. 37b). Moreover, it figures only once in a mont 
Acikel Aga Kilise at Belissirema in Cappadocia, which includes an abbreviat 
ical cycle that compares well with that of the historiated reliquaries.+* Itcomp 
nunciation, Nativity, Presentation in the Temple, Baptism (2), a scene now 
colobium Crucifixion with Christ alive on the cross and the Virgin labeled 
the Anastasis, and the Chairete. 

While previous studies have not provided convincing evidence dating the! 
this group to 700, the iconographic program and certain motifs used in the ¢ 
this group link its members to post-Iconoelastic trends. The same is true of 
Theotokos, and possibly rena. The dislocated floral motif on the enamel cover off 
chi Morgan reliquary points to the earlier part of the ninth century, while paleog: 
and technical considerations point to the first half of the ninth century. 



































Stylistic and Other Considerations 
THE NIELLOWORK 


Dontcheva-Petkova has argued that the intimate stylistic, inscriptional, cono 
technical affinities in the niellowork of the Fieschi Morgan and the two h 
from Vicopisano and Pliska suggest that they are products of the same at 


even by the same artist.4* Though this cannot be proved, the ion nt 

three pieces is indeed so explicit that they may be considered a the 
ee eer 

and by artists intimately familiar with each other's idiom. They succeed 


Martin, “The Dead Christ on the Cross in By- Cappadocia (London, a 
zantine Art,” 18off. A. Grabar, L'iconoclasme byzantin dates this eres t 
(Paris, 1957), 228ff. oe while allowing 2 

” The evolution of the legends figuring on Byzan- 
tine images of the Virgin will be examined more 
thoroughly elsewhere 

*N. Thierry, “Un décor pré-iconoclaste de Cap- 
padoce: Acikel Aga Kilisesi (Eglise de!’ aga dla main 
ouverte), CA, 18 (1968), 33-60, fig. 11. Idem, Arts of 











4 HISTORIATED RELIQUARIES 


k, is at home 

j Morgan enamelworh visa 

eae fe flow ofits design. The rel- 
01 


risto logical program i i he less congested 

of the chri = the Fieschi Morgan, t oe 

its co en long with its sie controlled organic and economical use 
5c a al 


e its ni than the other two pieces. aie 
eee Eeesiisiired reliquaries finds parallels in the group 


ever, has been dated on 
: i None of them, however, fas 
a coe Sees eshsequen style of the niellowork adds 
sis of sufficient external ¢ 5 
quest for a date. 


le, which, in contrast 
and does not aim at 


































tly, the 


— ves complicated but reward- 
.tic analysis of the Fieschi Morgan enamelwork proves i Re rik hecden 
“Its craftsman uses a schematic, two-dimensional, fragmente eat “i tc we : 
f composed of parts whose accurate assembly is only incidental. T ss ‘li brows and 

the nose are characteristically rendered as a continuous line of uniform thic Kness spanning 
the entire width of the face. The eyes have a pronounced almond shape and are filled with 
color. The mouth is thin and distinct from the other features. A semicircular downward 
Tine touching the tip of the broad nose is often used to denote age. The degree of deliberate 
fragmentation is particularly evident in the rendering of the forearm of the Virgin as a col- 
Tage of overlapping discs ending in an inadequate number of fingers. This unkind attitude 
‘toward volume is further accentuated in the rendering of the drapery as a combination of 
Parallel lines and lines that cross each other at an 80 degree angle once too often. The few 

‘attempts of the drapery to respond to the bodies it covers—on the torsos of the Virgin and 
John—prove to be a lost cause. Still, the predictability of the faces and the dra pery succeed 
in establishing a severely articulated rhythm that spreads from Christ's colobium to the 
busts that frame the reliquary on all sides. 

There are no exact parallels for this abstract, broad rhythm which mostly ignores, or 
‘smoothes out in a schematic and angular manner references to the third dimension. Its ef- 


ive geometrical regularity finds echo in the portrait of St. John Chrysost Vie 
aibiiiiothek, cod. aeiGa § J ysostom in Vienna, 


The rhythm of this miniature, 
schi Morgan enamel. Similar 
w York enamel approxim 


» produced in Salzburg early in the ninth century (fig 
however, is more curvilinear and dense than that of 
y, the broad rendering of the primary facial features 


Y ates somewhat the niellowork on the Tass , oe 
: e Tassilo Chalice, 
ca, 780 and might also be a product of Salzburg. 


strate the problem; they do not solve it. 
Heschi Morgan enamelwork has no exact stylistic parallels 











45 These comparisons, how- 


, afew enamels 


group of crosses isalso re- 
ular piece (3.5 x 2.6 em) 
Halberstadt which de- 
hing, Byzanti- 






nich, 1928), 1, 8, 33, pl. 12 
NO. 453. 


nih : H. Elbern, Der eucharistische Kelch im frithen 
elalter (Berlin, 1964), no. 17, 7of. L’exposition 
Charlemagne, no, 548. 


. L’exposition Charlemagne, 










































STYLISTIC € 


© examined both for 


offer a variety of valuable clues, even tho: 
to the New York reliquary. These will b 
dence they offer. 


Foremost are the enamel plaques on the Altheus reliquary at th 
ury in Switzerland, which has been dated between 780 and 799 
bear the same broad facial features as the Fieschi Morgan ae 
the circle of the eyeis formed even more economically by bending 5 
backward until it meets the bridge of the nose. The formality of its ty 
well with the fragmented austerity of the Fieschi Morgan enamelwork, | h 
angularity is replaced by a more curvilinear design. a _ 

In addition to their date, the Altheus enamels are also important because = 
plain some rather unusual features of the Fieschi Morgan enamelwork. 
Chrysostom of the Viennese miniature, the Altheus saints hold a book in tk 
hand. Only part of it can be seen on the upper left part of the saints’ to 
obscured by the mantled hands. The part of the book visible is easily open to mi 
tation; and, as Frazer pointed out, this is exactly what happens on many figures o 
schi Morgan, whose artist included the upper part of the book, but left out the m 
hands that held it in most cases.*? As a result, the torso of many Fieschi Morgan sa 
decorated with a rectangle, which, being of the same color as their garment, look 
pocket and nota book. ‘ 

The Altheus saints also explain another puzzling detail of the Fieschi Morgan € 
Four touching circles forming a quatrefoil cross are suspended in the air abovi 
ders of most saints represented on the thickness of the reliquary. As pointed ou 
the Altheus reliquary provides a clue to the meaning of this incomprehensible syi 
saints on the Swiss reliquary have three touching circles embroidered on the u 
their costumes. A similar function was probably intended originally for t 
crosses on the Fieschi Morgan. Its enamelist, however, misunderstood their s 
and placed them in the air rather than on the saints’ costumes. ; » 

This craftsman also misunderstood the gesture used for the Altheus San 
similar gesture involving the visibility of fewer than five fingers. This is pi oba 
hands on the Fieschi Morgan enamelwork have three fingers and a thumb) ss 
out from the palm in the usual 80 degree angle. Consistent to the extreme & 


Christ four toes as well. 
The Altheus enamels offer, then, an approximate stylistic echo of 





* Lam grateful to Professor Margaret English Fra- 
zet for drawing my attention to this work and for 
pointing out its ability to explain the “pocket” mont 
and the motif of the quatrefoil crosses on the enam= 
elwork of the Fieschi Morgan reliquary. For a good 
color photograph, see J. Hubert, J. Porcher, W. E. 
Volbah, L'empire carolingien (Paris, 1968), fig. 197. 
L’exposition Charlemagne, no. 23%. P. Lasko, Ars 
Sacra. 800-1200 (London, 1972), 10, fig. 19 
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V. HISTORIATED R 
ry motifs that were aP 















e ninth century. Moreover, 
k reliquary away from the mi 














n trained in Rome. Nevertheless, 
both multiple reliquaries. The t 



















‘similar, they serve similar functions. 


~ 4 F Stohlman, Catalogo del Museo Sacro della Biblio- 
teca Apostolica Vaticana, If, Gli Smalti (Vatican, 1939), 
nO, § 103, 47f. Wessel, Byzantine Enamels, no. 7. pp- 
48ff. Frolow, La relique de la Vraie Croix, no. 88, 
‘2isif. It is worth noting that the cross is exclusively 
decorated with an Infaney cycle, ive., an Incarnation 
‘eyele, and the inscription on the thickness of the cross 
7 is; “ACCIPE QUAESO A DOMINA MEA REGINA MUNDI 
1G VEXILUM CRUCIS QUOD TIBI PASCHALIS EPI- 
Corus OpruLiT.” The dedication to the Virgin to- 
ith the pictorial emphasis on the incarnation 
the analysis of the mosaic cycle decorating the 
ry of John VII in St. Peter's (above, 78ff.). 
is thus characterized as a Roman product 
the longstanding papal preference for the 
vehicle of the incamation and the sole 
* papal universe. This is supported by the 
ununusal fora historiared reliquary 
to exclude all reference to the Pas- 
ting instead only on the story of the 
ration. A similar interest for the 
life is expressed on the rectan- 
which reputedly contained the 
1. The cover represents Christ 
and Paul below the medal- 
the front short side of the 
the apocalyptic lamb 
evangelists, The re~ 
atically concen- 
rexcluding all ref 
the: ig 


Annunciation, 




































ing the key to seconda’ 
san enamelist. These correspondences 
‘enamelworks, The usual dating © 


1 ith | vidence which has's 
ae the Swiss enamels tent 


ddle and closer to 


tic comparison of the New York reliquary w 
he ninth century offers only negative evid 


: the Fi 
ork of 817-824,!? demonstrates that nee 
Eon. the two works compare 1 te 
hickness of the cross of Pascal I is divided by thin 


tal strips into five compartments leaving little doubt that it was intended to hold more 


than one relic.'° Similarly, the New York stau 
‘whose interior is shaped by thin metal strips into two crosses, 


f ieschi enamelwork prove stylistically dis- 
~ Although the cross of Pascal I and the Fieschi Morgan enamelw Ere 2 ale 
Furthermore, their techniques are similar, though the 


‘color range and design suggest a somewhat more 





ELIQUARIES 
parently misunderstood 
encourage a comparison of the 
f the Altheus enamels at the turn of the 
o far placed the Fieschi Morgan 1n the 


the earlier part of the century. 
ith other western works of the first 


e rp. ~ vi 
lence. The enamel cross of ascal I, a Ro 


eschi Morgan enamelist could not have 
rms of function, since 


rotheque proves to be a multilple reliquary 
the one inside the other.*' 


advanced date for the cross of Pascal I 


the Visitation, the Annunciation to the Shepherds and 
to the Magi, the Magi, and the Presentation in the 
Temple. It can hardly be accidental that the Virgin is 
enthroned not only in the scene of the Magi, but, 
most unusually, in the Presentation in the Temple as 
well. Good photographs have been published by von 
Matt, Die Kunstsammlungen der Biblioteca Apostolica 
Vaticana Rom, pls. 78-81 
® Professor Frazer first drew my attention to the 
fact that the cross of Pascal 1 is also a multiple reli- 
quary. Stohlman, op. cit., 47. Grisar, Die rémische 
Kapelle Sancta Sanctorum und ihr Schatz, 79, fig. 34 
" Rosenberg, 1924, fig. 52. Rosenberg, 1922, fig 
§3. The larger of the two crosses is a patriarchal cross 
and the cross formed at the center of the patriarchal 
cross is a Latin cross. The latter has unequal side 
arms, probably because of the shape of the relic it was 
intended to house. One more metal strip defines the 
Upper part of the upper bar of the patriarchal cross 
Thus, the central receptacle area in the shape of a 
Latin cross is surrounded by five more receptacle 
areas inside the remainder of the patriarchal cross 
The cover of the staurotheque, which slides in from 
the top to the bottom, would then secure these pre- 
Sous relics in place. Moreover, the four corners of the 
box formed four more independent receptacles, 
fo oeeser, covered not only by the slid- 
Fetiock ie ee a” but also by individual 
ibuirathenue - ene pons the long sides of the 
Fienis eealiss us, each of the latter four compart- 
pen outwardly separately. At some 


atively draw the date of 


——_—. 
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than for the New York reliquary, 5 Similarly, the® 
based oh . can a the cross of Pascal bi 
enamelwor 1g. 31). Never 7 ie 
paleographically. tneless tag Compares'toi 
“fe he ee enamel that can yield some information about the 3 
artvili triptych in Tbilisi, Georgia (figs. 37a, b) along with its: 
the pepe <— Virgin and St. Theodore from he ‘Cha ORE 
the enamel Crucifix with four i is sie 5 
of eastern enamels has been vaio ae een" 
flowing rhythmic style could not ee been nee a beter ae 
£ ; more unlike the schematized 
schi Morgan enamel. Technically, this group is more skilled and refined 
enamels mentioned so far. A look at their lettering proves that most te: 
have been solved, while the enamelwork acquires an organic cohesion that 
exploitation of the decorative and colorific potential of the medium. 
Despite the increasing stylistic and technical differences between the Fieschi \ 
iquary and the Martvili triptych—the leading piece of this group of enamel 
works are related in more than one significant way. The Martuili triptych 
phylactery about the same size as the Fieschi Morgan staurotheque. Its centr 
also decorated on both sides much like the lid of the New York reliquary. a 
represents a formal Deisis group in enamel (fig. 37a). The reverse is niellowork. 
rich gold frame, a cross divides the area into four squares (fig. 37b). The two top 
represent two infancy scenes: the Nativity and the Presentation in the Temple, as of 
to the Annunciation and the Nativity on the Fieschi Morgan; the two bottom squart 
resent two scenes from the Death and Resurrection cycle: the Anastasis and the | 
phores, as opposed to the Crucifixion and the Anastasis on the Fieschi Morgan. The 
sual system of decoration of the Martvili triptych relates it to the Fieschi Mo} 
iconography and the inscriptions of its niellowork also relate it intimately too 































point, this complex reliquary was probably worn » G. Tschubinaschwili, “Ein Gol 
suspended from the neck, as suggested by the two ptychon des vin—1x. Jahrhunderts aus | 
holes marking the frame of the upper side of the box 87. Ch. Amiranachwili, Des emai 
indicating the use of a chain. The direction of the pl. on p. 27. Idem, Georgian Me 
tothe 18th Century (London, 970) 
Byzantine Enamels, 45t., 00. 6. 






slide-in cover also made possible the use of this port= 





able reliquary as an encolpion (fig. 24h). 3 
Like most other ninth-century enamels both of « Wessel, op. cit., 4h, 
these reliquaries use emerald green as their back- émaux de Géorgie, 106f., pl. : 
ground. The richness, vibrancy, and translucency of Metalwork from Antiquity t 
the Fieschi Morgan green is technically superior £0 70. Idem, The Kltakiuli ’ 
that on the cross of Pascal I, On the other hand, this 22-2 
color is not stable in all areas of the New York stau= 
rotheque. At times it becomes a rich forest green, and 
at times it takes on an olive green hue, bur its vivid- 
Ness remains intense at all times. Furthermore, the 
Fieschi Morgan color scheme is more conservative 
than its counterpart on the Roman cross avoiding 
sharp color contrasts. 
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y, HISTORIATED RELIQUARIE 


rtvili nie 
5.57 Stylistically, lenin se compositions of Pe cre 
niellowork. The pristine © oe si of surface lines that descri : nee 
deflated, while the econdll Jar surface pattern creating 2 smuc BY Dake 
eprom eres WT i. ch asa portable phylactery, aie ter se “mp- 
- and function of the ~iesite ara side as a recital of the belief ‘ i * = 
of the two techniques, 3 ae and the stylistic, iconographic, anc 
+h the incarnation an 


lowork to that of all three historiated reliquaries establish a 
yo Il k 
proximit fits nie 


pty i eliquary. Conse- 
link between the Mar vili tri ch and the Fieschi Morgan reliquary ¢ . 

| sues f ly the enamelwork of these two phylacte 1es de- 
‘ose! 


ntly, it is important to compare ¢ 
spite their apparent differences. 


yi hic motif on the Martvili enamel 

 peabaa secant a Be te fear of the Fieschi Morgan eee 

eae wea mote hind the back of St. John on the Fieschi Morgan ename 

sme Beas 20. ee ? f Christ on the enamel Deisis of the Martvili triptych is 

<i Satie Be cco wotslding tendrils. Similar vines also frame St. John the 
symmetrically fram 


Baptist and the Virgin, though less emphatically. All these vines end in sharply colored 
ipast.an + ) 


iP yw 1 ig surro g them. These 
dises and teardrops w i th everything surrounding 

hich contrast strong! wi ) | i ie 
sch vices within the enamel. The tendrils, which 


i i ary framing de 
pte cusntarltprych, become a motif that invades even ed a ae 
dallions of the Khakhouli triptych framing the busts of the Virgin and St. The s ore ( ie 
38). The vine behind the Baptist on the Martvili Deisis and the vine behind St. John on : i 
Fieschi Morgan Crucifixion unfold comparably. The latter, however, is poorer and de- 
prived of its logical function as a framing device through the omission of the correspond- 
‘ing vine, which should have been represented behind the Theotokos. By defeating this mi- 
nor decorative motif of its proper logical function, the Fieschi Morgan enamelist 
‘demonstrates once more his intrinsic incomprehension of the pictorial vocabulary he is 
employing. He was, nevertheless, conversant with this particular enamel motif. 

Unfolding curvilinear lines along with sharply colored discs and teardrops seem to have 
_ become increasingly popular in the second half of the ninth century as part of a style for 
eisonné enamels. This style was characterized by the schematization of organic forms, 
as these tendrils, through the use of continuously 


y flowing curvilinear cloisons against 
emerald or blue background. The result was a light, continuous and vibrant 
whose effect was high! 


y decorative. 
ple of the fully developed phase of this style is offered by two magnificent 
‘made their appearance in Thessalonike in 1956 (fig. 39).3* Each bracelet is 
: pemuereus Fectangular panels, each decorated either with a bird, or a 
Be | Outs on their finely controlled curvilinear design, 
Ova, 1976, 636. and 1979, 


Jlowork is later than the 



















































846 para ms @eocarovixns,” sXak, 1 (1959), 55-71- 


M. Rossin L'art byzantin-Art europée 6 64) 
va Bulavrivis A > péen (Athens, 1964), 
; KOTHH- nO. 463. Wessel, Byzantine Enamels, 64. no. 14. 









































STYLISTIC Cons 
which indeed maximizes the Potential of the clo Phe. 
the entire area allotted to it without overcrowding j 

many circle and teardrop motifs. we 


These nd. 
ously crossing the line between are employed with great 


figurative a: E: 
may be used alone as an abstract ge : nd abstract design. 


a wing or tail of a bird, the leave. 
leaves. Similarly, the circles may 
of a flower. 

The great refinement and so 


phistication of the Th: ike bracelets ir 
postdate the Martvili triptych. ate 


antedates the triptych. This is the 


S of a clover, or even the 


negativ 
be used as a fill-in motif, as - 


the eye of 


+a North Italian work of the mid-ninth centr 
This work uses the same stylistic principle at an earlier stage of development. 
gold lines have been rationalized here as the fully opened wings of the angels. Th 
an internal framing device, while offering the excuse for masterful colorific 
These contrasts absorb the attention of the artist so much, that the flowing areas 
are not easy to identify as wings at first glance. However, this identification is con 
by the medallions of the archangels on the Katskhi icon of the Saviour, The latter ill U 
the Byzantine version of the same decorative theme: : 
The Thessalonike bracelets have been dated by Ross in the ninth century on te 
grounds. If this is correct, then they date at the turn of the century, later than the 
enamel, whose style they have refined and abstracted with great sensitivity and | 
cation. The same stylistic and technical idiom, though at an earlier stage of dey 
is exhibited by the enamels on the Volvinius antependium of ca. 850. Con 
Martvili enamel and its relatives should be dated between these two works in the s 
half of the ninth century. c 
Confirmation of this date is offered by the decorative motif used to frame ¢ 
christological scenes on the reverse of the central plaque of the Martvili triptyeh. 
continuous scroll forming loops that frame a fleur de lis mouf. This type c 
scroll has been traced by Weitzmann to a group of classicizing Constantino 
scripts, which depict it in blue against a gold background with an effect con 
gilded silver scroll of the Martvili frame (fig. 41). Weitzmann dates this: 
scripts at the turn of the ninth to the tenth century, and relates itto anumb 
manuscripts of the mid-ninth century. Consequently, the type of ee 
niellowork of the triptych also dates it closer to the end of the ninth 
Though the Fieschi Morgan enamel reflects a different stylistic 


*° L’exposition Charlemagne, no. $59. M. M. Gau= 9: und eae 
thier, Emaux du Moyen Age (Fribourg, 1972), 10. 10, examples ° 
317f. Lasko, op. cit., so-$4. Hubert, Porcher, Vol- 
bach, L'empire carolingien, figs. 220, 222. ; 

© K. Weitzmann, Die byzantinische buchmalerei des 











LIQUARIES : 

aurotheque seems to be 

atized ‘inear style, the stav Sage 

ae f eich are used by this proup Os ‘ . go 

pee eile ee Antependium. Sees rae 

entury, as with! N ae enamelwork, its ae ae preston 
he rhythm of the New York en’ ced by:ts niello 

histication x! 


ee ie ot dating the staurotheque os ai c sen 
jartvili ni al e analys a 
‘el Lae crane ou ninth century: Thus, the analy 
Bite of the Fieschi Morgan reliquary. 
P Ba. i ins isolated, thoug 
Cs ofits style, which remains 1so} ; 
cay ae ninth century. vent century has led to a num- 
from the end of the eighth century to the ee “eliquary enamels of the end of the 
Sosa ae otter than: pare erylistc ‘i — : a aralel while demonstrating that mo- 
eighth century have offered bs aimee = fea sete successfully adapted to the 
tis misunderstood by the Fiescht Morgan eeserelt hed Rome as the place 
a etine, The omss ne ce oe i be technically and func- 
‘of origin of the Fieschi Morgan enamelist, though it ue iN “ss aaa : eset 
tionally parallel to the New York staurotheque. The Baresiare OF z 3 Cte 
cross of Pascal I, is also technically comparable to the Fieschi Morgan, not or : oe E 
4 ‘dling of the medium, but also in the overall handling of the inscriptions. Fina ly the com- 
7 parison with the Martvili triptych, which has been dated to the latter part of the ninth cen- 
tury, has shown it to be a descendant of the Fieschi Morgan. All of this material militates 
tm” for a date in the first half of the ninth century for the New York reliquary, a date that also 
‘agrees with the analysis of its iconography and inscriptions. This conclusion is confirmed 
by David Buckton’s study of the evolution of early medieval enamel technique.” 
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Vv. HISTORIATED RE 


; that use the schem 

















also suggests 



























h broadly comparable to a style used 
arison with enamels datable 


Provenance and Background 


sion of the provenance of these historiated reliquaries has to take into account that 
nicllowork is technically, stylistically, and iconographic 
provenance for all three works. It must also take 
liar with the Greek lan 
vocabulary he is using. 
i twas apparently an outsider among these 
if his work are reflected in the niellowork of 
round goes beyond his broad, angular, rhythn 
‘eastern and western enamels. Italso goes be 


ally close enough to suggest 
into account that the enamelist 
guage and misunderstands ordinary components of the 


craftsmen, since none of the 
this group. Actually the story 
nic style, which finds no close 
yond his linguistic faux pas and 


Antecedents of Middle Byzantine Enamel,” 


Annual Byzantine Studies Conference, Abstracts of 
Papers (Chicago, 1982), 35-36. 


a date in the first half of 










































and saints are thrown together with li 
Peter and Paul are placed on the 
centered (fig. 24b). The lid, wh: 
apostles, is occupied by a pastic! 
evangelists. To make matters 
“hagios,” most of the 
saints on the four sides 


ttle consideration for status 
side of the box with John and A 
ich would have been the proper 
he of military and healer saints as well 
worse, while a number of these peri 
apostles and evangelists are deprived of this title. 


of the staurotheque appear in individual panels and 
loes, as opposed to all the saints on the lid. 


All these irregularities suggest that in addition to 
culties, the enamelist was not at home 


his iconographic and lit 
with conventions governing the hi 
gelists, and saints in Byzantine art. One’ 
to think that he was not at home with their identities either. So, who was this 
what were his models? ; 

The enamelwork certainly incorporates features which characterize the niell 
the broader group of reliquaries and crosses in which the Fieschi Morgan has been | 
fied together with the Pliska and Vicopisano crosses. Most of the surviving. 
use the title Theotokos are members of this group. Equally important is the) 
inscription that appears on the tabula ansata labeling Christ simply as 16. The sam 
of the Vicopisano cross and several other crosses." Moreover, the two rows oF 
either side of the enamel Crucifixion are curved on their lower part, revealing the 
to be incomplete adaptations, possibly from the medallions that often frame thi 
the Theotokos on the niello crosses. 4 

In addition to using niello reliquaries as models, the enamelist appears to | 
enamel models as well, as suggested by the curving vine behind St. John. The 
rangement of the cover of the Fieschi Morgan also differs from the customary 
Sater of decorating similar rectangular objects. The latter usually articul 
around their central composition by means of lines parallel to the edges of the : 
trary to this system, the central panel of the New York staurotheque is frames 
of saints articulated into four groups by means of four radiating diagonals. 
though not found on flat rectangular objects, are characteristic of p ae 
Were quite common during the Middle Byzantine period. It seems that 


orderly representation of apostles, evan 


dress is found, for exampl 
jasper of Leo VI in the View 
(Beckwith, The Arte 

The arms of this cross are 


Christ is labeled 1¢ on the Vicopisano Cross, the 
cross of the Rhode Island School of Design, the 
Dumbarton Oaks Cross, and the Tassilo Chalice (is). 
A compromise inscription figures on the Monza acta 
cross: 16x. The source for this uncommon label can= 1HEOY ce ‘td 
hot be ascertained, However, we do find Christ paren pote 
addressed only as 14coy instead of as THCOY XPIETE 45 al SDDESNSSS 
On private amulets. This more intimate form of ad- 












LIQUARIES 
ther its periphery was occupied 
the thickness of this reliquary 
The enamel side of the Fieschi 


Vv. HISTORIATED RE 


art in the shaping of this enamelwork. sons 
framed busts of saints (as those depicted 0 


; of knowing : a 
aparently a 


dapting a variety of 
f sng to eastern tastes, adaptin| y 
‘that we have a good enamelist Be esti ofa portable reliquary. In the 
. i terior . = 
in order to produce the luxurious ext hh reveal quite a bit about him. This man had 
he makes all kinds of mistakes, which reveal quire entality governing the 
S : insufficiently familiar with the mentality g g 
problems. He was coer ine art. He also did not understand some 
on of saints according to rank in Byzantine art. Be; Me ccs 
3 i hich had long been familiar among craftsmen 
tandard attributes of these saints, wi) ap Is f : 
if ; are more than sufficient grounds for sug- 
both in the East and the West. These elements ee convert: per- 
- gesting that the enamelist was not working at home. Perhaps he w an is spi - 
‘haps he was a recently imported skilled laborer. Whoever he was, he worked next to an 
excellent niellist, whose work was undoubtedly 
lates to a large family of reliquaries whose considerab 
_ of purses at which they aimed. In the case of the = 
“worked together to produce the luxurious historiated multiple pocket reliquary The co- 
‘operation was not very successful, however, or some of the mistakes of the enamelist 
‘would have been avoided under the guidance of the niellist, who was at home with the 
needs and requirements of such personal phylacteries. Why was this enamelist employed, 
and why was his uncertain and experimental work given such prominence? 
_ Theanswer probably lies with the enamel technique itself. It is a fair hypothesis that the 
‘Owner of the numerous precious relics which were to be encased here asked for an enamel 
_ Skterior when commissioning his staurotheque. Given that the enamel technique was not 
widespread in the East before the tenth century, the use of an outsider, such as the Fieschi 
enamelist, by a Byzantine workshop is less surprising, especially when his great 
comipetence is considered. The number of enamels that have survived from the 
century—the cross of Pascal I in particular—prove the increasing esteem in which 
eaibus technique was held from the early ninth century onw. 
( heed East and West probably helped spread the pop 
, : ; peonjunction with the reestablishment of relic- 
-Iconoclastic period. 
ea =a Sort took place in 811 as we learn from the inauguration 
~ cephorus I to Pope Leo Ill. At the end of this important diplomatic 
triarch mentions a reli : ; : ~ 
iquary as the most i 5 - 
Fa 2 mportant of his gifts to the pope. 
his description this was “a gold 8 PO! 
stal, while the other side j Bold’ pectoral (cross), whose one side is entirely 
is ha . 3 : 
oral (cross), in whi kovirwevn in the encaustic technique, and this 
in which particles of the True Cros ; aS 
Toss are inserted.’’°: As 


14-565 “cig on be ‘ 
Th. ‘eis wiuBohov bi eTEpov éyKéATuov, 











































produced at home in the East, since it re- 
Je popularity is attested by the variety 
Fieschi Morgan, the two craftsmen 


ard. Formal exchanges 
ularity and the use of 
worship by Iconophiles in the 


 Gmeore- Eddy." tv @ eiot pepides rav rysiww 
” ByKoAmov ypv- = Frolow, La relique de la Vraie Croix, no. 86. 
an analysis of this document, P, O. Connell, The 


toner,» Ecclesiol ‘ = 
abris Exop ri, ed St. Nicephorus I. OCA 1094 (Rome, 





r i 












































PROV ENANCE AND. 


Frolow pointed out, the reference to the use pe 
reliquary brings S ee the Monza cross, which i 
Crucifixion is related to our . a 
verse of the cross was Piovaglee pie i Moreover, ; 
lowork. ip bid: ee =: can hardly refer to any Me, a 
ration 1n s lcular case, 7 . 
interpreruriéas leona ad ee z =e iether ue \ts\purp 
of the Orthodox worship of images ante ut it would come back in 
e. Therefore, while th i : ais nisin 
time. The € the patriarch presented his credentials and verbal 
thodoxy to the pope through this letter, the accompanying reliquary of 
decorated with figurative representatives offered material proof of the O1 
cephorus. 

This letter provides important evidence that pectoral reliquary crosses v 
decoration were acceptable to Iconophiles of the first post-Iconoclastic period 
the sincerity of their Orthodoxy, and their opposition to the tenets of Icono 
combination of relic worship and image worship on these phylacteries was ar 
sponse to the iconoclastic persecution of relies and images since the days of! 
(741-775). Both aspects of Constantine's policy had been considered sac 
Iconophiles. Consequently the Seventh Ecumenical Council of 787 reinstated v 
of relics together with the worship of images.°s After that date, the development at 
of historiated reliquaries became a suitable and readily available assertion of iconop! 
thodoxy. This is confirmed by another work of Nicephorus, his Third Anti 
written between 818 and 820 after his deposition by Leo V. Here the ex-patriare 
that despite the taunts of Iconoclasts who curse “the life-giving woods’ —i-e. 
the True Cross—countless Christians possess them and wear them in gold and 
as phylacteries. These depict “the Passion of Christ and the miracles and the life: 
Anastasis” and “guard and insure our life and the preservation of our souls and 

These two sources establish and explain the widespread use of portable histo 
lacteries in the post-Iconoclastic period. They were the easiest outward meal 
ing to Orthodoxy while providing protection against all misfortune.” No 


were endorsed by the official Iconophile theoreticians, as well as by the: 
I, the use of enamel was in demand for a 
Such a demand could ¢ 


iftsman 


To judge by the cross of Pascal 
reliquaries in the first quarter of the ninth century. : 
edence allotted to the work of the good though unconventional er 
the exterior of the New York staurotheque. 

The date of the Third Antirrheticus after the return of the lone 
that the “countless” historiated portable reliquaries possessed by 
not all destroyed but continued to be venerated after 815- e 
search out and destroy such small personal amulets, which . 

“ Frolow, “Le culte de la relique de la Veaie Croix i eee * 


Ala fin du Vie~au début du Vile siécles,”” 325. agree ; 
® Act vi. Mansi, 13.405. Ralles and Potles, St : 


Taypa Tay Yeiwv Kar iepav Kavorwr, M, $80. d 











































¥.HISTORIATED RELIQUARIES 


d the healing powers ofthe story of the Incar- 
ed the 


had every reason to preserve ae 
truction of relics of the True Cross 
In fact, the official city 
rs in 822, 


s phylacteries, which invoked th 
ie the soul and body of their at 
n evidence that the denouncement and des 


Jastic period. ‘ 

narial poli ing the second Iconoclast | ve its powe 
imperial policy ett called by the authorities (0 prove ie aie of Signifi 
a Sophia was o' canis city during the siege of Thomas a ‘ ‘ otis 
as invoked Eoyproect i che Iconoclast emperor Michael If and his de is : 
,, the initiative was provided by the 4 manuscript of Skylitzes in Madrid, which 


oo , “shies | eae depicts the actual relic in the hand of Theo- 
es from the twelfth or thir r 


ross were not 
us. This Baers eee tbe clic aim Bee atlonlue was officially admitted 
tween 815 and 843 by Iconoclasts, and that Nha < alan 
nd used by the iconoclast emperors a ian ed “countless” small private reli- 
{ ¢ emperors would have sought out and ee falas Nicephoros claims..If 
if most of them were historiated, as p 
quaries of the True Cross, even if m ee yaneacon why: their pro- 
they were not sought out systematically, then there woulc eet 
pe ; andestinely by enterprising iconophile goldsmiths, 
‘duction could not have continued clandestinely by enterp - Pan, Lavarne 
Given the size and private use of these artifacts, jewelers ran much less risk than Laz 
‘the Painter of having their hands burned. 

So the words of Patriarch Nicephorus indicate that the group of historiated reliquaries 
Which concerns us could have been produced in Constantinople. Up to 815 official policy 
‘supported and encouraged the widespread demand for such objects in the capital. This pol- 
icy was withdrawn between 815-843, but the use and demand for such private phylacteries 
‘probably continued. It is not likely that the local Constantinopolitan goldsmiths deferred 
Such lucrative business to other metropolitan centers. The figurative crosses and reliquar- 
ies demanded by the iconophile market were certainly more expensive than the plain ani- 
“Conic crosses used by Iconoclasts. Figurative reliquaries required more labor and precious 
‘Material since they consisted of two or more extensively decorated parts. 
‘toassume that the Constantinopolitan demand was met by local jewelers. 
Some of the phylacteries sold locally were undoubtedly mass-produced, 

merous bronze crosses related to our group of reliquaries which rep 

and the standing Virgin surrounded by four medallions. Others, though also pro- 
n Co erable numbers, Were intended as luxury objects for a wealthier clientele 
thesilver-gilt Vicopisano cross (12x 8cm) and the small but precious gold Pliska 

-2.¢m). The bronze cross found in Chersonnesos representing in silver inlay 





actively denounced be- 


hat during the same period 


It is reasonable 


as suggested by 


resent the Cru- 


Continuatus, Chronographia. css, 
un, 1838), 32, 59. Genesius, Regna. 
ined, (Bonn, 1834), 33, 39. Geor- 
[ Compendium. CSHB, 
9.2, 81, Frolow, La re- 


and M. |. Manoussakas, Liillustration du manuserit de 
Skyllitzés de ta Bibliiothéque Nationale de Madrid (Ven- 
16051979), 35, fig. 22.-For the date of the manusc ript, 
seealso N. G, Wilson, “The Madrid Scylitzes,”” Scrit- 
tira e civilta, 2 ( 1978), 209-219. Wilson dates the man- 
“Script to the second half of the twelfth century, and 


Matritensi i i 
Asis (Barce- attributes it to an Italo-Greek workshop. 


‘fol. 33" A. Grabar 
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PROVENANCE Any 
the Ascension and the Transfj 
gory. Sull, other portable historiated phylacteries m) 
Fieschi Morgan belongs to this category, 
Despite its pocket size (10.2 x 7-35 cm), 
duced phylacteries. Its decoration js elabo 
sive enamel technique, knowledge of w 
ninth century in the East to lead to thet 
an otherwise excellent enamelist. The 
tween the niello and enamel techniques 


guration (7.9 x 5.9 em) p 


its shape is differ n ths 
rate and includes the 
hich was sufficiently rare in 
oleration of the pictorial and 
differences in technical difficul 


: : were known and appreciated in the nint 
This is inferred from a passage in the Life of Basil I, written in the fir 


century. It describes a house of prayer built by Basil I in the eastern part 


dedicated to the Saviour. Its costly magnificence was incredible. 
pavement is made of solid beaten silver with niello (enkausis) exhibiting the p 
the jeweler’s art,” while the beam on top of “the closure that separates the ch 
nave. . . . is of pure gold, and all the wealth of India has been poured upon it. 7 
of our Lord, the God-man, is represented several times in enamel (chum 
beam.”’° The use of niello for the pavement reflects its frequent use for the deco 
gold and silver reliquaries. The function reserved for it in this house of prayer is 
contrast to the use of the enamel technique. This is employed on the upper part 
choir closure for the portrait of Christ echoing the limited use of enamel on hi 
phylacteries up to the end of the century. This passage illustrates the correspond 
of the two techniques during the ninth century. Consequently, the use of enam 
Fieschi Morgan in the first half of the century is evidence of the luxurious chara 
object. 

The Fieschi Morgan, furthermore, differs from the other portable historiated 
considered here in its function as a multiple portable reliquary. The patriarchs 
the lid is subdivided into no fewer than six compartments, and there were fo 
corners of the small box especially designed as separate covered receptacles. Ina 
the protection of a considerable number of relics, the owner of the Fiescht| Aor 
the healing power of the incarnation and the Passiom as well as the aid of 
evangelists, most apostles, some ecclesiastical saints, and finally, some hea 
military saints. In terms of efficacy, this portable phylactery must have 
So man y guardian saints and so many relics could have probably ate 
ily and spiritual preservation ofan emperor. Actually, ne : 
a portable historiated phylactery even to Leo the Armenian. ae 
Ocritically took out a historiated phylactery, paid re tts : 
demonstrate his acceptance of image worship during a pu i 4 
Nicephorus before reinstating Iconoclasm in 815.7 Presumably 

* Mango, S. “es, 196 ee 1892), 46. Beste 

rd Sixt cere Movijs Mndixov. Meyas pay 
Ywatapurms, ‘Anpitws, K. Doukakis, ed- (Ath- res. ae 
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mportant patrons would be above 


ae = < o pro ch ul this requirement, was prob- 
respect. The Fieschi Morgan 

d valuable beyond its actual cost, e 
ninth century few metropolitan ce 


ith the outside wor i a ee, 
Be esanlbvinnsestire and efficacious portable phylacteries. Je 
h expensive, 5 


: ‘: flourishing Christian 
jl ‘ying in the early ninth century as oe nat 
oe ae been often proposed as sae of origin i. the 
Br ¢ i icopisano an iska crosses. As we 
h i equently for the Vicopisano | ees 
chi BR ise alSiis rian cautiously referred i by ‘eee is 
i basi for the attribution of the Fieschi Morgan to Syro-E alestine. Actually, 
lala : » the problem of provenance of the 
s doubtful that the selection of saints can help solve the p' 
: : i i i spresented were widely accepted 
New York reliquary and its relatives. All of the saints repres 
i iddl i i idenced by the 
“4 by the Middle Byzantine period, as evidenced by 
the Typicon of Hagia Sophia.” 
_ Teonographic considerations do not encourag ig this 
’ Syro-Palestine either. The continuous use of the colobium Crucifixion in the pictorial arts 


7 ‘up to the end of the Macedonian period, and occasionally beyond, contradicts a Syro-Pal- 


na ime. 
inits own Ul : 
sere other than Constantinople had the 
n 


world to motivate goldsmiths to 


Synaxarium Constantinopolitanum and 


e attributing this group of reliquaries to 


-estinian origin for this iconographic type of Crucifixion. Furthermore, the altarlike man- 
( ger, which is characteristic of Syro-Palestinian works from the sixth to the early tenth cen- 
turies, ® is reduced here. The shallow box that functions as the manger and the attitude of 
) : the reclining Virgin are closer to the iconography of the Nativity on the enamel cross of 
Pascal 1 and the eleventh-century Constantinopolitan Lavra Skevophylakion Lectionary 
' y P phy 

+ (fig. 80) than to the loca sancta iconography of the Nativity. The Anastasis similarly com- 
‘pares well with the Roman mosaic in the Chapel of S. Zeno (fig. 23). Taking also into ac- 
» ‘count the evidence of the iconography of the Pliska and Vicopisano crosses, we note that 
7 ‘thealtarin the scene of the Presentation in the Temple has not been correlated with the loca 
- Sancta iconography but rather with considerations of a liturgical nature. Similarly, the use 
round mandorla characteristic of the Transfiguration on the Pliska cross echoes a 
snown from Constantinopolitan works such as the Paris Gregory and Mt. Athos, 
cont ie well as from the Chapel of S. Zeno in Rome. It seems that the group of 

ated f 
ia quaries considered here does not reflect the loca sancta iconography, which 

ed tn use in Syro-Palestine in the eighth and ninth ce aAlree 
in i centuries. It employs instead a 

vocabulary known equally well to C j TI 
RE acicconr © Constantinople, Italy, and Thessalonike 
the ni ury. Consequently, the iconography of the Fiesc C \ 
nd the Pliska reliquaries does i phy of the Fieschi Morgan, the 
Dee Nekeiccte. not demonstrate a substantial Syro-Palestinian 
Petia B¢ Of motifs widely used in the ninth century. 
ided as the place of origin of this group of historiate, ‘ 

; Sroup of historiated reliquaries pri- 


Badriow PyKOkmov b£eKovirpévov, 
Talopa” 7 gi 
” Weitzmann, Si 


Tpookwva Kok Go- 
Cp, passim. Mateos, passim 
nai Icons, 1, B41. 









































marily for stylistic reasons, The Greek inseri - 
Nothing specific correlates them with Piles Gin 
siderations show that Constantinople was ani eg = 
historiated reliquaries in the first half of the ine 
of this group were used in ninth-century Consents i 
also reflected in the use of the label “Theotokea"fapihy i ae 
allels its use in other Constantinopolitan works, as the ies ; 
nally, the uninterrupted Constantinopolitan prodicriSu@eitaat ; ne to 
well into the Late Byzantine period points to Constantino en 
elimination, Constantinople and its immediate miesigpohieaatts en 
salonike, emerge as the most likely centers for the production ofthis grou D 






reliquaries. 
a 4 


All evidence discussed points to a post-787 date for this group. However, s ie. 
siderations discourage dating the Fieschi Morgan reliquary, the earliest m 
group, before the beginning of the ninth century. The official policy on histori: 
quaries and their popularization is not likely to have been effected overnight, 
moderate iconophile policies of Empress Irene and her chosen Patriarch Tai 
early stages of the first post-Iconoclastic period. Similarly, the use of more than. 
by the Fieschi Morgan craftsmen suggests that the production of such historiated reli 
ies was well under way when the Fieschi Morgan was made. Both these 
against dating the New York staurotheque immediately after 787. Moreover, 
Morgan enamelist uses models that reflect the schematized curvilinear enamel style, ¥ 
earliest dated example is the Milan Antependium of the mid-ninth century (fig. 4c 
inability of the enamelist to fix his letters witnesses the same technical difficulty as’ 
scriptions on the Beresford Hope cross (fig. 31), which dates after the cross of 
(817-824). This technical problem was solved before the end of the ninth century, 
denced by the enamel medallion of Leo VI in Venice (fig. 32). Itseems, ther 
Milan Antependium and the Beresford Hope cross draw the Fieschi Morgan’ 
the earlier part of the ninth century. The same is true of Altheus reliquary (fig. 
cross of Pascal I, whose enamel technique compares to that of the New York 

For these reasons, I favor a date in the first quarter of the ninth century 
Morgan reliquary, and consider as most probable the Constantinopolit 
this group of historiated reliquaries. But the origin and background of th 
enamelist, who tried to adapt his skill to an alien culture, language, J 
Open to conjecture. We can only say that he knew his craft well, and that 
it either in a Byzantine or in any known western enamel workshop. 


The Anastasis -_ 


The new date for the Fieschi Morgan reliquary in the firs 
Particularly its placement in the iconographic context 
Crosses of that period, is important in a number of 






/RELIQUARIES 


da type of 
had already produced a typ 

th waned mee ear required a comparable set of 
if ee though whatit chose to elaborate 
T] . 


Jd and the anon- 

e tenebra ’ ates of the underwor'! 
ete EE ing David and King Solomon. The mee 
De galeiguabbeeviced christological cycles suggests that it had not only be- 
accept ble, but had even become a mandatory part of “Ae 
e important is the use of this protospost-Iconoclish’ : - af 
Fit, © iquari its function relates to ¢ 

oe ‘9 es yan the use of relics encased in personal amulets 
nd | fy ic a Fi 


ated with abbreviated christological cycles functioned pr imarily peels een = 
; sl noclastic sentiment in matters of theology and worship, while offe ning a BRLpSius | 
. ation on behalf of their owner. The prophylactic and commemorative encHiCH of 
the abbreviated christological cycles of the seventh century ampullae, rings, bracelets and 
censers was reinterpreted in the first post-Iconoclastic period through the use of compa- 
rable cycles on portable reliquaries for polemical purposes. The shift of focus resulting 
from the use of polemics served to emphasize every major Iconophile position with regard 
‘to images, relics, and the cult of the Virgin as the Mother of God, whose inc arnation and 
Passion ensured redemption, Such aggressive material confessions were officially con- 
‘doned by the church. The image of the Anastasis served as one of the arguments capable 
‘Of justifying the major Orthodox points. The authority of Patriarch Nicephorus provides 
“once More some clues to the interpretation, which made the Anastasis an integral part of 
_ early post-Iconoclastic applied theology. 
An his inauguration letter to Pope Leo II] the patriarch offers an elaborated and updated 
" Version of the traditional profession of faith following a pattern used during the Council 
787." Here he develops at some length the theme of the Resurrection.’5 This is linked 
o the doctrine of the renewal of Creation through the Passion, in conjunction with the 
of the Resurrection of mankind in the body, and the worship of relics, for the most 
the relics of the Just whose “souls are in the hands of the Lord." 
eiconophile theory concerning the worship of relics of the 
the story of the defeat of Hades and the Resurrecti 
vation and redemption. Similarly, 
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ts that in the early nin’ 
at represented a similar stage O} 
: as its western counte 










































and the Anastasis that is 
post-Iconoclastic the- 


Thus, the defense 
“imitators of Christ’s Pas- 
on thence, the prime exem- 


the iconophile theory of images emp! he 
! y ages employs the 
Anastasis as an exemplum of the salvation promised for all mankind, 


gti eonophiles was that together with the image of Christ 
with Christ. icrecthatts a which were unintentionally hon- 
8 “the treading of Hades oH no aaa with the image of the Ana- 
Wicephoris, who ; i erfoot, and the overthrowing and aboli- 
§ the source of this, counters the objection of the 


™ PG, 100.189) 


nace D. The same expression is used in 
ansi, T2.11438. 






THE AN, 
Iconoclasts in the Third Antirrheticus by suggesti 
while disgraceful matters are to be regarded and 
pled and dead, thus functioning in the image of ie 
but as material reminders of the unive 
Asa result, the theme of the Anas 
the defense of relic worship. The w: 


confirm that the motif of the trampli in 
iconographic scheme of the Anaasisiadeeee a bi 2 
Fieschi Morgan reliquary. Furthermore, they offera conic: be “ 

of the figure of Hades from the representation of the Akai a 3 
tury examples already examined. This omission—also ene it 
ples, as the Lavra Skevophylakion Lectionary (fig. 86)—indicates the 
strained iconographic school of Iconophiles. Their response to ono cl 
appears to have been defensive and/or conciliatory: they chose to delete t 
Hades from the image of the Anastasis tendering it immune to this partici 
objection. Nevertheless, the attitude of this pictorial school is not likely to ha 
popular in the East, as may be inferred both from the words of the patria 
of Anastasis adopted by post-Iconoclastic historiated reliquaries. a 


tsal salvation o} 


tasis contributes the defense o: 


ords of Nicephorus, how 
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THE EAST IN THEN 
CENTURY 


nfluenced the post-Iconoclastic development of the 


is i ‘sing. It is well known that the victorious Iconophile 
ee cmens Pe cectonica policy. It was divided into alee a anes 
‘erates who fought each other as well as Iconoclasts. The artistic pegtcnon af et oe 
seems to reflect the disagreements dividing the Iconophiles in the variety of interpre pies 
of the Anastasis during the ninth century. The Psalters with marginal illustrations, Paris 
gr. §10 and some monumental works now lost, offer s By 
‘ward this theme, Their interpretations range from extremist to conservative, demonstrat- 
ing that the post-Iconoclastic development of the iconography in the East was more com- 
than its use on historiated reliquaries would indicate. A review of this material shows 
that the ninth century accepted the Anastasis but continued to experiment with it. Differ- 
ent Iconophile schools argued how best to integrate this ideogram of salvation into the 
fast-developing system of applied theology. 


at more than one schoo! of thought i 


amples of diverging attitudes to- 


THE PSALTERS WITH MARGINAL ILLUSTRATIONS! 


The milieu that produced the Psalters with marginal illustrations is still open to question 
Nevertheless, the attitude of these manuscripts toward the theme of Christ’s Resurrection 


‘ 1 angel Moscow, Historical Museum, pose of the Barberini Psalter,” CA, 31 (1983), 35-67 
129 (above, n. 14). Mt Athos, Pantocrator, Spatharakis, The Portrait in Byzantine Illuminated Man- 

61 [S. Dufrenne, Liillustration des psautiers grees du uscripts, 26-36]. Baltimore, Walters Art Gallery, cod 
‘ns : | ae pes Sit 20; British Mu- Ww 733[D, Miner, “The ‘Monastic’ Psalter of the Wal- 
ibe: 1 (Paris, eshte des Cahiers Archéolo- ters Art Gallery,” Late Classical and Mediaeval Studies 
sah 1966)]. Paris, Bibliotheque Natio- in Honor of Albert Mathias Friend, Jr. (Princeton, 
Pee bas! salter: London, 1953), 232-254. A. Cutler, “The Marginal Psalter of 
Bagh el (ibid.), Theodore the Walters Art Gallery. A reconsideration,” JWAG, 

PM ashton d cod, Add. 19352 35 (1977), 37-62]. Mount Sinai, Monastery of St 
Add. aia dw Catherine, cod. gr. 48 [K. Weitzmann, “The Sinai 
ues, § (Paris, 1 ) ad des Psalter cod, 48 with Marginal Illustrations and Three 
sblikation haere Leaves in Leningrad,” Byzantine Liturgical Psalters and 
iften," Zeitschrift fir Balle U Gospels (London, 1980), vil]. Hamilton Psalter: Ber- 
Walter, “Pictures atin tin, Kupfestichkabinctr, cod. 78.4.9 [D. Wescher, 
‘sf are aad Miniaturen des Kupfestichkabinetts der Staatlichen Mu- 
Mota cha. Ha, Berlin (Leipzig, 1931), 25-30. Chr. Havice, “The 
Die and Par, spas Psalter in Berlin, Kupfestichkabinett 
75.4.9," Ph.D. Dissertation, The Pennsylvania State 





proves their Iconophile extremism, The theme 
regarded as the Psalter school’s contribution to 

The illustration of the time period spanning the Dent 
ing from the tomb is meticulously explored, More than 
for the same idea, while the moments chosen for ‘hsarsee 
scripts continue the tradition of coupling the themes of 


Asa result, it is best to consider together the pictorial treatment of, 
Psalters with marginal miniatures. . 












































The Crucifixion * 


The ambivalent eagerness with which the theme of the Death of Christ is a 
this group of manuscripts is best illustrated by the fi eat 
that deal with it, the Crucifixion. Ps. 21:2,3 
with the Crucifixion. How 


rst and most prominent o 
: 45:7,4 68:22,5 73:12,° and 131 
ifixion, €ver, its portrayal varies to the extent of: covering 
alternatives of depicting Christ alive or dead on the cross dressed in a colobit 
cloth. The illustration of Ps, 68:22 in the Chloudof Psalter, fol. 67°, shows: 
dressed in a colobium. The colobium-clad Christ illustrating Ps. 45:7 in the san 
script, fol. 45%, is portrayed unquestionably dead on the cross. He is similarly di 
cross in the illustration of Ps. 73:12, fol. 72". This time, however, he wears only 
cloth. Similarly, the other Psalters reflect willingness to use side by side the ol 
a colobium-clad Christ alive on the cross, (which harks back to the Rabbula Ge 
colobium-clad Christ dead on the cross (which appeared in the first half ofthe eight 
tury), and finally, the loinclothed Christ dead on the cross, first encountered at the tui 
the ninth century. 

The whole issue of the pictorialization of a dead or an alive Christ on the 
parently wide open in the ninth century, since all types hitherto acceptabl 
art are brought together. The only type of Crucifixion not used here—as far as 
overpainting allow us to see—is the loinclothed Christ alive on the cross. This 
goes back to the Early Christian period, and which became popular in the’ 


have been used occasionally, as we shall see later.* 
University, 1978]. Kiev Psalter: Leningrad Public Li- _ ilton, fol. 69°. 
brary, Collection of former Society of Amateurs of _¢ Chloudof, fol. 45% : 
Ancient Texts, cod. otpp, F6. [G. Vzdornov, Isslo- fol. 106% be 
dovanie o Kievskoi Psaltyri (Moscow, 1978)]. Also, » Chloudof, fol. 67. Br 
S. Dufrenne, Tableaux synoptiques de 15 psautiers médié- fol. 87°. Barberini, fol. 
vaux (Paris, 1978). 

* Martin, “The Dead Christ on the Cross in Byzan~ 
Une Art,” 189-196. Grabar, L’iconoclasme byzantin, 
228-231. R. Hausherr, “Der tote Christus am Kreuz. 
Zur Ikonographie des Gerokreuzes,” Dissertation, 
Bonn, 1963, 125ff., 205. 

' Pantocrator 61, fol. 10". Barberini, fol. 32% Ham= 
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VI. THE EAST IN THE NINTH 


ys The Descent from the Cross ‘ to illustrate the De- 
i salter, appears 

me erie with the Chloudof Psalter 

n of thi 


ety ¥), and Hamilton Psalter 

|, Theodore Psalter (fol. 23°), Barberini Peslet ae Tile doubt that the sub- 

all of which illustrate the same psalm | saree BF ct the Deposition: <a 

ee sempre is “he ac ee a the Middle Byzanune period, it is 

; eal a dae sone Biers with marginal miniatures, with 

omitted from the cycle of the Death of Christ in Psa Bee sence denotes the 

one exception. This is fol. 163” of the Hamilton el 

‘expansion of the traditional illustration of Ps. 87:7 with the 

“manuscripts. Pee 

Seance of the Descent from the Cross is another ye i uahae 

of in pictorial and literary pre-Iconoclastic sources. Its earliest Pl ae 

i the first half of the ninth century and comes from a Northern a j a ey ae 
gers, Municipal Library, cod. 24. The first Byzantine example is Paris gr. 510, 

; : } rhe i “fix acco 3 =s 
be dlacussed Jater. The illustration of this scene here after the eae 2 ani ane 
with standard Middle Byzantine practice, shows the familiarity of the ninth cen . y 
this iconographic theme. But its absence from earlier sources, n a ¥ it eee 
culiar omission from the Psalters with marginal miniatures which show a lively interest in 
the Death of Christ, suggest the relative novelty of this theme in the visual arts. 


5%, illustrating Ps. 21.17 in th 
‘Cross. However, a compariso! 


in this cycle we find no trace 
ates probably to 


The Entombment '° 


The next theme in this cycle of the Death of Christ illustrates Ps. 87:7 with the Entomb- 
ment, Much as the Hodegos of Sinaites led us to expect, Joseph of Arimathea and Nicode- 
~ Mis are depicted carrying together the inert and stiff body of Christ, which has its eyes 


i 1961), 330, fig. 103; 329, fig. 98.) Itap- Bildkunst der Karolingerzeit (Leipzig, 1930)] 
“péirs, however, that this iconography was shocking, fore, it is not surprising that the papal legate Cardinal 


as attested by Gregory of Tours, who speaks of a Humbert considered blasphemous the standard Mid- 
fixion icon at Narbonne begging to be clothed dle Byzantine iconography of the dead Christ on the 
li 724f.). The Carolingian West accepted the 


i i Gross at ca. 1054. [L. H. Grondijs, L'iconographie by- 
ye eats, Solong as it was repre- zantine du crucifié mort sur la croix. Bibliotheca By=antina 
‘wide-open eyes. One of the earliest in- 


“ope ‘ Bruxellensis 1 (Utrecht, 1947), 129ff.]. Not long 
Variant is the animated T of the Te Igi- thereafter, western art also adopted the image of the 
mentary of Gellone [B. Teyssédre, Le dead Christ. ; 


de Gellone et 1a figure humaine dans les 
du Vile sitcle (Paris, 1959), Lo8ff., 


There- 





*E.C. Parker, “The Descent from the Cross: Its 


Relation to the Extra Liturgical De, 
the S <. gical Depositio Drama, 
), ae Ph.D. Dissertation, New York University, 1975 
U Pprobabl ly in the Utrec! salter © Wei orb. 5 An a 

90), nS. Vin Walaitas ont Weitzmann, “The Onigin of the Threnos,” 47¢ 


zi 490. Le Roux, “Les mises au tombeau dans l’enlumi- 
er zur beneventanischen Ma- ure, les ivoires, et | ; 

Belo in Formis, and in cle,” 
Christus am Kreuz in der 











a sculpture du IXe¢ au Xile sié- 
,, » 479-486. M. Sotiriou, “'Evradiacpis-Opi- 
¥0S, 139-148. 
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Entombment in this group of 
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PSALTERS WITH MARGINAL jj 


closed and is usually swathed ina winding sheet. 
side of a disproportionately small hil]. Sometimes Nico 

This iconography synthesizes and interprets more hee 
text of Ps, 87:7 requires the placement “in the lowest pit Be 
pels. John 19:39 is the only Gospel text that includes Nicode mus init: 


tombment, adding that it took place ina 7 
garden near G i 
already there but had never been used befor: Bog 


e. Matthew 27:60 say: 
Joseph, it was “hewn out in the rock,” and bi 


the door of the tomb.” Mark 16:46 and iskeaceh tei oe 
a rock,” but they are not as precise as the account in Matthew 27, This ico 
appears to owe most of its details to Matthew, which specifies that Chris 
man-made cave, while the location of this cave ina small hill is probably 


mentions Golgotha. The text of John also explains the presence of Nicoder 
The apparent agreement of this image with a synthesis of the Gospel 
surprising. What is puzzling is that its integration into any of the christolo: 
countered so far brings out a telling iconographic incongruity. The tomb of ¢ 
curately represented here as a cave hewn out of the rock of the hill of Go 
contrasts with the traditional representation of the tomb as a man-made, s 
structure with recognizable architectural features.'* For example, earlier 
cycles always depicted the Myrophores approaching one or another version | 
structure. The sequential presentation of the Entombment and the Myrophores 
tended narrative cycle would create a logical conflict over essential features 
site of Christ. Moreover, the use of either of these solutions involves a difteret 
toward this iconographic theme. The cave represents literal adherence to the G 
tative, while the architectural structure is instead a reference to the locus sanctis of 
Sepulchre—even if this results in an anachronism in the scene of the Myrophores. It 
difficult to support the hypothesis that these two scenes together go back to an 
Christian christological cycle. It is much easier to suggest that they were est 
dependently and only later integrated as a sequence into such cycles. : 
Awareness of the differences between these two types of burial grounds is 1 
various attempts from the ninth century on to reconcile the pictorial 
unprepossessing cave hewn in the rock of Golgotha and the mS 
ture that served as the Holy Sepulchre. The Paris Gregory uses only th 
grad Gospel Lectionary, cod. gr. 21, Joseph and Nicodemus appear to’ 
chamber avoiding a description of the tomb’s exterior. © Examples 


© For the representation | 




































“ Chloudof, fol. $7 Pantocrator 61, fol. 122% 
Bristol, fol. 145". Theodore, fol. 116". Barberini, fol. 
143°. Hamilton, fol. 163%. In the Chloudof and Bar- 
berini Psalter miniatures Joseph and Nicodemus are 
depicted outside the cave. In the Pantocrator Psalter 
and in the Bristol Psalter miniatures Nicodemus is a- 
ready inside the cave. 
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chitectural structures of var- 
jlise and the Cavusin Dove- 


token, the iconography of 
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VI. THE EAST IN THE NINT 


ith ar 
Entombment wit 
replace the dec ne in the New Tokali K 


ivory in Munich. '* By the same 
by the eleventh century with * ie 
fa cave as the burial site or eae , : with marginal illustrations, 
‘eae ee are still separate in the early Psa aka Re ge Gospel texts, 
Chris ‘i buried in the simplest cave, his rendered asa free-stand- 
‘mall other instances, which are apa oiber mples ofthe Entomb- 
ildi h the pictorial trug aed 
P ‘ ee rediene art, it marks at the same pure Be iarthe dead 
aoe FF cor the unceremonious and unadorned ss aiatd i 
boy of hrs aan + case frst known instance in which 
the pictorial theme of Christ's tomb. ae ra orexernplify the completc- 
sb ein ee. ae ot a the theme of the burial, because it 
eee ene vedantary ane agai 16 His argument requires an unpre- 
helps argue the total reality of Christ's human ee x on Pe erly Psalters 
tentious and realistic image of the Entombment, such as tha 
ee coy denen of these two pictorial traditions, pee ‘Sie uel 
solutions to this problem in the surviving examples of the ninth enema ie . “ 
theme of the Entombment was a relatively new addition in christologica cy ae ¢ oh i : 
faithful synthesis of the text of the Gospels. Sinaites exemplifies the kind af ie xt _ 
necessitates the frugality of the early examples of this image, which ran counter to the 
long-established tradition of using the iconography of the Holy Sepulchre in representa- 
tions of the tomb of Christ. 
















puritan agr 
Christ's tom 
early exar : 
a fundamentalist attitude 

































or this attitude toward 


‘Christ, whith is hewn in the rock and is blocked by 1976), pls. sf. 
" thestone, Inthescene ofthe Entombment, which ap- _* For the two Cappadocian churches, see chapter 
spears immediately above, Morey believed that ‘a seven. For the Munich ivory, Weitzmann, “The Or- 
nearly obliterated tree (to the right) represents the igin of the Threnos,” fig. 8, and below, 174, and n 
piece which is summarily rendered 7 31, The Psalter iconography also marks this transi- 
‘the portal to the left.” The condition of the mini- tion: Christ is to be buried in a man-made tomb in the 
discourages any categorical statements. How- Theodore Psalter Moreover, the burial procession 
no iconographic parallels for the tep- 
the Entombmentin the garden without 
‘Some sort of reference to the tomb of 
Joseph and Nicodemus might be rep- 
entrance of the tomb of Christ, 


has grown to include an angel above and the two 
mourning Marys below. 

'* The transition from the man-made structure ap- 
proached by the Myrophores in the Lectionary 
Leningrad 21 (Morey, op. cit., 6of., fig. 75) to the 
ion of the tomb hewn in the rock uniform representation ehh tomb of Christ as the 
frame. Elsewhere Morey (op. tomb hewn in the rock in the Lectionary Dionysiou 
think that the iconography of 587 is telling. S. M, Pelekanidis, P. C. Christou, Ch 
ahaa de-  Tsioumis, S. N. Kadas, The Treasures of Mount Athos 
oe a aaba Mluminated Manuscripts (Athens 1973-1979), fies: 
eat: eae ‘ ig Dionysiou, cod. 587, fols. S', 16", 113° eer 

481, and V. p. 7°, 170", 171v. Hereafter: The Treasures of I 


Athos. 
al (Moscow, * Anastasius Sinaites, Hodegos, pc. 89.216ff. Uthe- 
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PSALTERS WitH MARGINAL , 
The Three Nights and Three Days Before t| 


The Psalters with marginal miniatures include a number. 


after the burial of Christ in the grave, They illustrate: 
a. Ps. 68:28 with the theme of the chief pri ne be, 
Christ." Priests bribing the soldiers 


b. Ps. 7:7 with David prophesying the Resurrection of Christ in fro 
tomb while its guards are sleeping. 9 
c. Ps. 9:337° and 11:62! w 
about the Resurrection 
fortably against its wall 


ith David leaning toward the tomb of C 
while Christ can be seen sitting inside the toi 
» and apparently aware of David's presence. 
In all these instances the 


tomb of Christ is depicted either as an isolated s 
topped by a pyramidal roo ae 


: forasa rectangular edifice topped by a ciborium. ” 
different types of tomb suggests the Presence of more than one model. This i 
by the use of two different types of David, as an older or younger man, as for 
the illustration of Ps. 7:7 and 9:33 in the Chloudof Psalter. 
The closely interrelated illustrations listed here under b and ¢ were probably in 
specifically for the illustration of Psalters, even though it is not clear why the 
Christ sitting inside the tomb is required in one instance and not the other. 
of illustrations characterizes the Psalters with marginal illustations as seedbeds for: 
torial exploration of the cycle of the Death and Resurrection of Christ. This is 
fested in the next group of illustrations, all of which confront directly for the first. 
theme of Christ's rising from the tomb. 


The Bodily Rising of Christ * 


The theme of the Bodily Rising of Christ, whose exploration was avoided 
sistency throughout the earlier period, now surfaces boldly in a distinct group 
tures. The vaticee of the solutions allow little doubt about the pictorial novelty 
ject matter, as well as about the interest of the illustrators of these Psalters: i 
of these experiments did not spread into the rest of Middle Byzantine att, 
avoided depicting the Bodily Rising of Christ from his tomb. Accidents of 


mann, 13.4 36ff. deals here with the extremity of A Mer at a 
Christ's humiliation and poverty beyond human fol 8*, Hamilton, a 


F » Chloudof, fol. 9°. T 
Measure which permits no doubt about the reality of i ikon, fol 
Christ's human nature beet 


The measuring of the time between ee dey 2 Pe a 
and Easter Sunday as three nights and three days has aes, iii op 
been variously interpreted by the Fathers. See, for X= a K iz Pe “tL 
ample Anastasius Sinaites quoting Severus of Anti- peace 
Och, PG, 89.808c, and John of Damascus, In Sabbatum pecin 
Sanctum, pc, 96.6256. sgt? 2 

" Chloudof, fol. 67’. Pantocrator 61, fol. 89". Bar= Christ: 
berini, fol. 110". Hamilton, fol. 135% 
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e Psalters with marginal il- 


between the general aan interpretations by the latter : the ae ie 
: i ats | the pictorialization of the 
this theme. The Woke growing interest in the oo, et tae 
is aa Sever, were 
“xperimel esthat ‘eae ae cei. These experiments, 
pects of Christ's Death an 


ily acceptable. 
cumulative result of 
res provides us with the 
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de and that of th 

































ators of the Psalters with marginal 


he efforts of the illumin Sheme ofthe Bodily Rising of 


following variations on the 


4 . “hrist’s tomb. The door of 
- : . -ying in front of Christ's 1 
P 327 2)# depicts David prophesying vathe - of Christ standing 
. 43:27 (fig. 4 P ; he swathed body f 
the tomb is half open, allowing us to glimpse the sw re whose call Christ 
ight inside. Christ's eyes are open and turned toward Da 
Ao nl ded. The Resurrection is beginning. 
has apparently respon sing! with David standing next to the tomb 
Ps, 11:6 (fig. 43a)* is illustrated once more a te 
lee ction while Christ is beginning to tise in quite a dif- 
Saepesruceying ae aan i ‘on. Christ’s torso is already outside the 
ferent manner from the previous illustration. CArist s ) 
: P is still deep inside. Incongruously, a sarcopha- 
tomb, but the lower part of his body is sti at , TI feature is cither a 
may be seen in front of the open door blocking the way. This feature a 
ai i eth seph rolled against the door or, more 
_ misinterpretation of the great stone that Josep agi nae 
likely, a later addition meant to clarify where the body of Christ lay. But the Resur- 
rection is clearly under way in this instance. . 

‘c, Ps. 9:33 (fig. 43b)* offers a more explicit variation of the same moment in the rising 
Of Christ. David is prophesying next to the sepulchre while Christ is energetically 
putting one foot outside the tomb. We may remember that a more conservative il- 
listration of the same psalm chose instead to show Christ resting in his tomb. Fur- 
thermore, it should be observed that Psalter Pantocrator illustrates fol. 24” with 
Christ setting 4 foot ouside the tomb, and fol. 26° with Christ leaning half out of it as 
described under b here, The consecutive appearance of these two miniatures demon- 

" Strates the bringing together of two variations of the same theme in the same manu- 
Script. This is again supported by the use ofan older and a younger King David in the 
‘two Pantocrator miniatures. This is the second collation of two alternative illustra 
‘tions of the same theme encountered in this group of Psalters. The earlier one was 
offered b ahd 
ce iby the Chloudof Psalter, fols. 6° and 9° which illustrated the theme of David 


: aa : ‘ 
g about Christ's Resurrection, as described under b and c in the previous 


in the Bodily Rising of Christ manifested in these 
$ comparable to the illustration of Ps. 
5 dg different illustration of 


Bristol, fol. 21°. tis n 
aia eS ‘or Pantoc Lp a ’ 
ire included a fator 61, fol. 24°. For a different illustra 


tion of the same psalm, also 
a n, 6.20. 
cropped. 


eastern miniatures of the 
142:3 in the Stuttgart Psalter, fol. 


For a different illustration of the same psalm, also o 
6.21. 


i 





157'.*° Christ is seen lifting himself out of a rectangular 
complex domed structure, and gesturing coward 
The accompanying inscription is “De monumentum = 
ing identification of the building as th 
is little doubt this miniature represent, 
tine relatives, involving another inte 
Christ. In the Stuttgart Psalter, Christ raises himself out of his 
Byzantine examples he walks out of his sepulchre, which might or 
tained a sarcophagus. The relationship of these two recensions is far from 
both seem to reflect a fascination with the Resurrection, of which there is 1 
The interpretation of the Stuttgart Psalter resurfaces during the Ottonian 

after it develops continuously as part of the western iconographic tradition. 

ments of the Psalters with marginal illustrations on the other hand do not seem toh 
any offspring. Much later, probably under the impact of Renaissance iconog 
East adds to its repertory the theme of Christ rising from his sarcophagus as an 
to the pictorialization of the Resurrection. Both the Anastasis and the rising fro 
cophagus are described in the Painter's Guide. But this is beyond the scope of ti 
study. 






































Sa different iconographic r 
Tpretation of the mechanics 


d. The Resurrection of Christ is finally complete in the illustrations accom 
30:5,*” and 77:65.'° In these, Christ is standing outside his “holy tomb, 
empty darkness is left open for inspection. Two guards are sleeping on the 
A more frugal variation of this scene depicts Christ addressing David 
threshold of the tomb. 

e. The illustration of Ps. ro1:143! follows a different vein from the previous mili 
in the same group. The risen Christ stands here atop a sarcophagus. | 
Hades trampled underfoot by Christ, who is also addressing a Woman ) 
appears above a church, and is labeled “Holy Zion.” The sarcophagus 
Hades lies defeated, apparently in lieu of the risen Christ, serves as the 
the Church of Zion. 


; F an 
The multiplicity of the scenes illustrating various moments 1m the actual r 

as well as the way they overlap and differ demonstrates the great attractio 

for the illuminators of these Psalters. The affinity of most of these miniatur 


* Der Stuttgarter Bilderpsalter, 1468. E. T. De Wald, tions the Bodily Rising of 


The Stuttgart Psalter, 108. Also, F. Rademacher, ie re a 








ZKunstg, 28 (1965), 197 

~ H. Schrade, Ikonographie der christlichen Kunst, 1. 
Die Auferstehung Christi. 

“Denys de Fourna, Manuel d’iconographie chré- 
tienne, 110. The Painter's Guide lists before the Res- 
urrection: the Entombment, the Guarding of the 
Tomb, the Descent to Hades; and after the Resurree 


ini, fol. 130 0 
»» Chloudof, fol. 1 
berini, fol. 170 


































TURY 
VI. THE EAST IN THE NINTH CEN 
Re axcit 
ut the liveliness OF ' 
e ts of the period. 


jot f this experiment has 
1 t, related pictorial solutions. 
outside this Psalter group in other monumen 


The Myrophores : social 
Resicacal theme ofthe Myrophores is adjusted to the interests of the Psalters. 
the tra hing the closed tomb of Christ. 


_ In Ps, 43:27! the two Marys are approac 

ibsequently illustrating the same Ps. 43: 

may be seen sitting and looking in the dire 

‘standing behind it, is prophesying about the 

-c. Ps. 77:63%* offers an adapted version of the tra 

"Christ is standing outside his empty sepulchre. Two guar 
~ of it while the two Marys are in deep proskynesis. 


The traditional iconography of the Marys is thus adapted to the tenor of the Psalters by 
the addition of the figure of David and the sepulchre of Christ. 


Ps. 79:4.23 Martha and Mary 


2 I] as : 
ais d sepulchre while David, 


ction of the close 
Resurrection. ; e.. 
ditional iconography of the Chairete. 
ds are lying asleep in front 


Dd. 


The Anastasis ** 


~The scene of the angel announcing to the Marys the Resurrection of Christ, which had 
‘been the standard pictorial reference to the Resurrection throughout the early period, is 
‘apparently renounced by this Psalter group. Their rich illumination has not a single ex- 
ample of this theme. Its pictorial alternative, the Chairete, appears only once, and then in 

"an iconographic variant that is obviously adapted to the interests of this group of manu- 
scripts. In contrast, the Anastasis is shown in many variations. 


“a: Ps. 67.2 (fig. 44a)!* is illustrated with the image of Christ holding a scroll in a man- 
~ dorla of light. He is turning to Adam and Eve, and pulls Adam by the right hand 
~ while Eve is following behind in her usual gesture of supplication. At first glance, the 
; ‘core of this Scheme is close to that of the Anastasis of the Palatine Ramp in S. Maria 
_ Antiqua, with one vital difference: the scene is taking place on the stomach of Hades, 
— his back itrevocably defeated. This type of Hades—fat, bald, dark, 
ag ina loincloth—is characteristic of the Psalters with marginal miniatures 
dappears in many contexts. Nearby a number 0 

These are the “enemies” 
An accordance with Ps. 6 
f Psalter, is: “Christ 


f dark, winged, hairy creatures are 
of the Lord who disperse at the time of the Resur- 
7:2. The inscription, which labels this Anastasis in 
IS raising Adam from Hades.”37 This confirms the 


- Barberini, fol i 
4". B 73". Ha i 
3" Hamilton, anciennes représentations de la ‘Résurrection du 
Chrise’.” 

6 

_™ Chloudof, fol. 63". Theodore, fol. 82°. Barbe- 
Hini, fol. 1057, Hamilton, fol. 131%. 
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PSALTERS WITH MARGIN, 


artist’s intention to distinguish this 
of Christ. 

b. Ps. 67:7" is essentially illustrated with the same 
stasis is taking place on the midriff of Hades once more. 


ils. The inscription in the Chloudof Psalter js: “Another 


c, Ata date later than that of the Chloudof, the illustration of | 


67 with two different representations of \ is of Adam. 
sidered redundant. The Bristol Psalter rere lustra 
type of Anastasis not previously encountered in the East: 
type.?? Christ now moves forward, pulling Adam behind him out 
which also contains Eve and two more figures. Christ, holding an o 
chal cross, is turning his head back, while Hades lies under tis feet: 
touch of the cross. This updated illustration of Ps. 67 retains its atta 
by including the fleeing “enemies.” 


scene of the A; 


It is possible the illustration of the Anastasis accompanying Ps. 67:2 in the 
Psalter was also meant to depict the second type of Anastasis. In this minia 
Christ's torso is inclined toward Adam, whom he appears to face, his feet fac 
posite direction, giving the impression he is moving away from Adam as int 
Anastasis. The illustration of Ps. 67:2 in the Barberini and Theodore Psalters 
facing Adam, probably reflecting the prototypical illustration of this verse. T 
miniature tried to adapt this prototype to the second type of Anastasis in wh 
drags Adam, but it failed, since only the lower part of Christ's body is shown 
away from Adam and Eve. If this attempt is correctly interepreted, the illustrati 
67:2 in the Chloudof Psalter is the first surviving Byzantine example of the secon 
Anastasis 

The second type of Anastasis has been considered by Weitzmann to bea prod 
Macedonian period, based on antique models of the theme of Heracles dragginj 
out of Hades.*° On the other hand, Schwartz has shown it had more direct an 
the late antique numismatic type of the emperor dragging a captive.’ Fo , 
Palli, Schwartz has also interpreted the Anastasis on the silver cross: franks 
Pascal I (817-824) as a seemingly certain example of the same type of An 
This western example, which is a simplified version of the second 
tecedent for the western variant of this type of Anastasis. This variant aa 
in the Exultet Rolls from the tenth century on, as for example in Vat. 
Christ drags Adam behind him without looking back, while holdin 


* Chloudof, fol. 63°, Pantocrator 61, fol. 83". Leconte 
Theodore, fol. 83'. Barberini, fol. 105". Hamilton, °P Absit 
fol. 132". type of Anastasis, s 

3 © Schwartz, “ 
208 


© Bristol, fol. 104" 
© Weitzmann, “Das Evangelion im Skevophyla~ 
kion 2u Lawra,”’ 83ff. Idem, ““Aristocratic Psalter and - 

















































The points of similarity and difference of th 


7 


refinement ofan iconographic type that w 
was based on late antique numismatic mo “ 
“Constantinian” models might have been soug 
part of the ninth or in the tenth century wou 
tendency for a “Constantinian” revival, which 4 
documented by Constantine VII Porphyrogenitus. 


feet. His hands are extended outward. The symmetry of his stance is broken both 









NINTH CENTURY 

of Adam on the early ninth-cen- 
: the forward dragging type used 
sts the contrapostal dragging type 
nastasis in the Chloudof Psal- 


VI. THE EAST IN THE 


der with the other hand. So o pd 

can reli is a transitional example; It for® 

9 sand Rolls, and at the same ume eae 
|in the East, and possibly attempted in the 

les in conjunction with their dates 


ose examp! \ aeiei dan 
foe a te of Anastasis was already ger- 
ese 


econd type of Anastasis— 
(fig. 80), is in fact the 


i hat th 
ninth and tenth centuries suggest that e 
ting in the early ninth century. If this is correct, then the 


l . » Phocas Lectionary 
exemplified by its well-known example e rete throughout the ninth century, and 
as dev! 


dels of the fourth and fifth centuries, That such 
t to inspire this refinement in the latter 
Id not be out of character, given the general 
arks this period, and is particularly well 


d, Beyond offering examples of the first and possibly the ey a as aioe me 
Chloudof Psalter has the first example of the third type of - : il = 
44b).' It illustrates Ps. 81:8, a particularly important psalm from a aA : ai : 
view. Christ stands frontally in a mandorla of light, gesturing in speech with his right 
hand. He is flanked on his left by Adam, whom he pulls up by the wrist, and on the 
tight by Eve, who addresses him without his responding. Adam and Eve float in 
midair while Christ stands precariously atop a hill, which is actually the bald head of 
the overwhelmed Hades. The unstable way the three figures stand above the head of 
Hades indicates that this particular scheme has not yet been thoroughly worked out 
Another aspect pointing to its relative immaturity is that Christ pulls Adam by the 
hand, compromising the symmetry sought in this ceremonious composition 

This group of Psalters offers more evidence of experimentation with this type of 
Anastasis in two variant illustrations of Ps. 106:13-16.44 The first variant appears in 
_ the ninth-century Paris gr. 20. Christ stands frontally, trampling Hades with both 
by 
~ the lifting of Adam on the one side and by the turn of Christ’s head to glance in the 
_ opposite direction. The head of Hades and part of his torso are buried under a peculiar 


sarcophagus of Adam and Eve but has an open door 

her side of Christ, three figures rus ‘the ke 

a eee ins, : gures rush out of the broken 
fa vaulted building, extending their hands toward him. 


: that illustrates the same psalm in the Barberini and Theodore Psalters 
eale politique de Vempire by- and its various reflections in the pictorial arts, below, 
eee 156ff., 160f, 2 ae, j - 

Barberini, fol. 137". Hamil- 50H, 169f,, 183. On the third type of Anastasis, be 


low, 1s2ff. 
BGwiththefirttypeoy ayo 


\d + Paris 8r. 20, fol. 19°. The c 6°. Bar- 
il importanc, : » fol. 19°. Theodore, fol. 146 
SDPO of this psalm berini, fol. 181". 



































organizes its material more tightly. Christ stands y 
Psalter, fig. 45) in a mandorla. He holds cnn 


many others, hav 


e left no trace outside the Psalters with marginal 1 

The third type of Anastasis, which follows a 
evolution of the image, will be further examin 

The detailed examination of the Psalters wi 
illustrate the theme of the Crucifixion in alle 
up to the early ninth century. On the contrar 
be traced before the ninth century, is not n 





distinct path of its own in 
ed at the end of this chapter, 
th marginal miniatures has shows 
he ways encountered in eastern 
y, the Descent from the Cross, whi 
ormally illustrated in these n cri 
nevertheless, offer the earliest surviving examples of the Entombment of Christ. 7 
torialization of the Three Days and Nights before the Resurrection includes 
representation of Christ as dead and buried in his tomb. Moreover, five new t 
ternatives emerge for the theme of the Bodily Rising of Christ, while the scenes 
the Myrophores do not include their traditional encounter with the angel. Finally, 
astasis produces four major variants including the first, second, and an immature 
of the third iconographic type. 
This group of manuscripts apparently invests a great deal of energy in illustr: 
Death and Resurrection of Christ. Out of this emerges an elaborate pictorial s 
which constitutes, in fact, the pictorial cycle of the Death and Resurrection of | 


This cycle is probably a relatively recent concept, since its component scenes 
been blended into a coherent unit. For example, the Entombment shows 
Christ being carried into a cave-tomb, while the other representations 6 
depict an architectural structure. So the scene of the Entombment encount 
hardly form a sequence with most of the following scenes, which include 
of Christ’s tomb. The fancy man-made structure and the unprepo 
starkly contradict each other. Significantly, this iconographic problem 
architectural structure takes the place of the cave in the representation oft 
in the Bristol Psalter. The opposite solution 1s followed in the Lectio ; 
587, in which the tomb of Christ is repeatedly represented as a hill-ca 


The use of more than one miniature to depict overlapping 
= : ze 1, aff. [in 
* The theme of Adam dancing and being joyous ee byt 
after Christ's death in anticipation of his impending Spicilegt 
Fesurrection is frequent in paschal literature. A good theme 
example is offered by Romanos Melodos, Canticum 
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VI. THE EAST IN THE oii ,. Psalter Pantocrator 61 
vergent origin of these rch (fig. 43). In eed eee 
26° and 24° with the Bodily ss Jatter he is also stepping outside his tomb. 
is outside the tomb, while > two miniatures Shows that they were not in- 

i difference in time between ea they represent two separate attempts at the 
[to form a sequence in a cycle. ag view is supported by the use of ail dif- 
on of the Bodily Rising of Christ. (fol, 24°). So these two scenes 


are fol. 26°) and one old + 
aaa ce a though comparable, sources. 
have been bor 


i inal miniatures do not. therefore, present a defined orisades 
The Psalters with marginal m1! ection. They testify to an emphatic interest in the pic- 
ee ee ene ae hey energetically explore and compile all related im- 
‘torial poss Fiodie aM » inuum. 
ie ethos trying to shape it into a De cath toi of Christ 
aggressively affirm the right to handle each Be vives thus try to deal the final blow to 
in the visual arts, The Psalters with margina pain hh this theme and retarded its pictorial 
the age-old taboo, which barred a confrontation with this te Mic ctocactet: 
evolution. The spectrum of experimentation in these manuscrip ia id i cae 
ize them as artistically extremist. This is supported by the ultimate a et es ie * 
7 ularly daring groups of illustrations included here: the Bene r ade and bs 
’ portrayal of Christ in his tomb after his Entombment and ore. : lias ios | 1e 
West institutionalized the first of these two themes. But the artistic consensus in the East 
rejected them, apparently feeling that these two “material proofs’ of Christ's humanity 
went too far. : ; 
The aggressive Iconophilia of these Psalters is the most likely source of inspiration for 
their iconopraphic extremism.‘ It is not limited to the glorification or vilification of the 
Protagonists of the controversy. It also extends to the forceful affirmation of Iconophile 
Per iney. Tn this context, the extensive exploration of the cycle of the Death and Res- 
Urrection uncompromisingly asserts the Orthodox obligation to portray all phases of the 
carnation as confirming its material reality. However, the elaboration of aspects of the 
carnation not witnessed by any eye, dead or alive, sets the Psalters apart and defines their 


mism.,‘? 


But in the process they 


Sevéenko, “The Anti-iconoclastic Poem in the 
aerator Psalter,” 39-60, with previous bibliog- 
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PSALTERS WITH MARG: 
Patriarch Nicephorus offers a sq 
us to infer the Iconoclastic Teactio 
Iconoclasts rejected the depiction 
spective inclusion of the two thi 


same: such images off ‘ 
clasts also one to ‘tome Wisi 
: : on of the resurrected Christ, 

come uncircumscribable after the Resurrection since his body was now i = 
immortal.** These views were rejected by the pictorial experiments. za 
Death and Resurrection, which aim not only at defense of Iconophile 
The persistent handling of some of the most sensitive and vulnerable asp 
ical iconography maximizes the offensiveness of these images for Icono 

The threat Iconoclasm continued to pose well into the 860s probably 
of pictorial extremism. Artists who were victimized during the second I 
eagerly used their craft to stamp out their enemies. The eulogy of Lazarus the | 
best known artist of the ninth century who was subsequently canonized, confi 
is well known that the hands of Lazarus were burned by Iconoclasts to keep k 
painting. But Lazarus was still able to produce miraculous images, such as Chri 
Chalke Gate and John the Baptist at the church of the Forerunner tou Phoyerou.: 
try on St. Lazarus in the Synaxarium Constantinopolitanum praises the painter for prod 
works which served as confessions of his christological Orthodoxy, and whose 
also turned them into “arrows for shooting down the sinners,” the Iconoclasts. ** ” 
of pictorial polemics by Lazarus was almost unavoidable given the tortures he suf 
the hands of Iconoclasts. The official approval of the polemical use of images re 
this text could not be limited to Lazarus. In the hands of extremists, it could P 
excessive works that did not meet with general approval even among Iconophil 

In this Psalter group, the Anastasis receives the same treatment as the rest o| 
A wide range of pictorial solutions emerges, some of which are established: 
the Chloudof Psalter, fol. 63%, Ps. 67:7), some of which are new and @ 
reach maturity later (as in the Chloudof Psalter, fol. 82%, Ps. 81:8, fig. 446), a 
which have had little or no influence on the subsequent development of the i 
Paris gr. 20, fol. 19”, Ps. 106:13-16, and Chloudof Psalter, fol. 100%, Ps- 

These representations, like most other ninth-century examples, emp 
feat of Hades. They present, however, an idiosyncratic interpretation of | 
obese, which appears naive in comparison to the ancient lord of the 
tered in S. Maria Antiqua, and unnecessary in comparison to the sinuou: 


mple of Iconaclastic o| 


n to the iconograph aie 


of the Crucifixion and the An 
eves and of Hades. In both ca 



































* PG, 100.436 and 437ft. 

© F. Dvornik, “The Patriarch Photius and Icono- 
clasm," DOP, 7 (1953), 69-97. 

® Mango, Sources, 159, translating Theophanes 
Continuatus, Chronographia. ess. 1 Bekker, ed. 
(Bonn, 1838), ro2ff. 

"scp, November 17, col. 2326: “HAstora 38 Ko 





































5 NINTH CENTURY ee 
i not foun 

ee = ; auaries. This new tyPe of Hades, which eel and bad 
badd ship Bistoriated reliquenh®: n who grabs and swallows up g 

Iter group, portrays the ieee Psalter. He is not interested in the penis 
een in fols. 8Y and aoe aise oi js that none of his captives ae se a 
unisiiin ntiofisinners. is ahs peaches in Pantocrator Psalter 61, fol. ae ia : ae 
in the representation of the An Fate another has managed to escape : ae 
thrown Hades en ed sSuchis respect both the ancient god of the underworld 
The Hades of the Psalters rese 


; *s heel even after their defeat. 
and the sin ir grip on Adam's hee a 
and the sinuous figure who do not release their gr Pp led out on fol. 29° of the Pantocrator 
4 ant is spelled o 


a oT . is obese gian ae 
‘The folkloric character of this ° eye aden (ig. 46): Hades is 
- Psalter, which illustrates the robbing of the soul of Laz I  caly hummn souls, 
shown standing inside a sarcophagus trying t 
which, like the soul of Lazarus, wish to escap' A 
 Lazaru child in a short tunic, has been set free code 
Be ison i he swathed body of Lazarus 1s awaiting 

_ about to enter his own tomb from the rear. Inside, the ) 


7: its imminent reunion with its ein aaa the Apocryphon of 
7 Ni its homiletical descendants us 
’ re ge, the horned Hades remembers minutes before the Ana- 

Stasis the ease with which Christ, who is now at the gate, robbed him of the soul of Laza- 
| rus, Both texts repeatedly refer to Hades as insatiable and all-devouring, reflecting the 

iconographic type used by this Psalter group. The Iconoclasts, who had objected to any 

representation of Hades in the image of the Anastasis, must have considered this grotesque 
> Biant particularly offensive. Indeed, this extremist motif, which did not spread outside this 
> group of manuscripts, was also censored by Iconophiles. 

‘One more aspect of the Anastasis in these Psalters is worth noting: the absence of David 
and Solomon. The tireless efforts of the illustrators to associate the person of David and 
his prophetic gifts with the Bodily Rising of Christ, are not matched by a similar associa- 
‘tion of the prophet king (with or without his son Solomon) with the Anastasis. The two 

__ kings were not yet established as an essential part of the Anastasis, even though they had 
_ been introduced into it by the early ninth century. Therefore, the subsequent consolidation 
: of the motif of David and Solomon as part of the Anastasis cannot be attributed to their 
_ Prophetic gifts alone. Ifthis were so, the presence of David at least would have been a man- 
datory motifin the series of Anastasis images that we 
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‘o control 1 i 
¢ the deadly embrace of Hades. The soul of 


at Christ's command and is 


ally ascribed to Eusebius 


have just examined. 


Tue Paris Grecory} 
have identified a number of 
the ninth century to define 


ih 


Feactions to the Anastasis which represent different 
he Image and its iconographic particulars in terms of 


PG, 86/1. 3808. or in Spici- 
ed. (Rome, 1843), 608. 
eC aS Taybayos and axipe- 
. C. de Tischen- 


© H. Omont, Miniatures des pl f serits 
PG, 43. = Rus pened SS des plus anciens manus 
* 93-452; Eu- grees de ia Bibliotheque Nationale du VIe au XIV siecle 










sebius of Alexandria, loc. cit. For the iconography of 
Hades, K. Wessel, RBK, it, 946ff. and H. Leclercq, 
DACL, vi, 1946ff. and above n, 1.7. 
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the Iconoclastic controversy and its afterm 
the resurrected Christ, while areyj 
jectionable because 





ath. Iconoclasts 
































e 
clastic accusation by deleting the Personification 


to whose darkness no one could possible objec 
tremists, aggressively rejected all Criticism of 
Iconoclasts by indulging in almost every aspei 
They even adopted the illustration of the Bo 
torial alternative to the theme of the Resurrec’ 
stasis either. In addition to collecting various 






group discreetly respo 
of Hades. He was replac 
t. Then a third group, the 
the image and its con 

ct of the Death and Resurre 
dily Rising of Christ, a new at 
tion. The extremists did norm 
compositional experiments, they 
the traditional iconography by substituting the usual figure of Hades by the u 
and fat all-devouring giant familiar to everyone from religious folklore. 
fairy-tale grotesqueness seems well calculated to add insult to the injury of Iconoclast 
objected to the representation of Hades in the first place. 

But the endeavors of ninth-century extremists also offended moderate and con 
Iconophiles, who actually prevailed in the long run. Standard Middle Byzantine | 
raphy chose to pass over the most private moments of Christ's Death for which tl 
no witnesses. Similarly, the pictorial life of the unsavory, insatiable Hades was cul 
The extent of Iconophile reaction to the immoderate experiments of extremis! 
have survived in the cycle of the Death and Resurrection of Christ illustrating fi 
Paris gr. 510 (fig. 47), the illuminated manuscript of the homilies of Gregory N; 
which belonged to Basil I. The representation of the Anastasis is excluded from thi 
For the first time since the Early Christian period a christological eycle b 
Anastasis, a strange omission in a Middle Byzantine cycle. 

Any explanation for this must first consider the function of this illustration: 
page miniature divided into three registers depicting the Crucifixion in the 
the Deposition and the Entombment in the second register and the Ch 
register. °* Der Nersessian suggested that fol. 30°, a single leaf whose recto 
was misplaced at least as early as the rebinding of the manuseript im 1602, 4 
out of context in its present surroundings, she also suggested that it on 


(Paris, 1920), 13f., pl. 21. S. Der Nersessian, “The Il- 












lustrations of the Homilies of Gregory of Nazianzus: pores ets 
Paris Gr. 510. A Study of the Connection between 105, ee one 
Text and Image," DOP, 16 (1962), 195-229. 1, Spa- __ Halffofithe Ninth’ 


tharakis, “The Portraits and the Date of Codex Par. Studies Conference, 
Br. 510,"" CA, 23 (1974), o7tf. 1. Kalavrezou Maxel- 
ner, “The Portraits of Basil I in Paris gr. 510,” JOB, 
271978), 19-25. L. Brubaker, “The Illustrated Copy 
of the Homilies of Gregory of Nazianzus in Paris (Bi- 














NTURY 
£ NINTH CE . _ 
VI. THE EAST IN TH a 
4 he opening homily of the manuscrip 
Homily of Gregory, © 
hout an illustration. : 
er ination, this miniature an 


rth paragrap mil ramen ne mankind 
_ “abe e Deceit corresponding benefits for mankind as 
m F i inte! 

bment, and Resurrection, 1 


-crian times the fourth paragraph 

i ‘ shearing.** In Early Christian nm amg 

life, resurrection, and a nepal = seuieh paraphese ; ste This 

priest Haster Ho! es ee as early as the sixth century, subseq . 
hymn, known as “Gregory's hymn 


influenced the Easter Canon of John o} T of this F > derivative 
hn of Damascus: s¢ The use f this homily, ay e i 
n Vv. : 7me e fourth par- 
| : C. during ser ices on Easter Sunday*? meant that the E 
n, and the Easter Canon 


F 7 irst Easter Homily, prob- 
of the First Easter 
agra ‘ P| i iations became the best known section ‘ate 
gn aaa liant interpretation of Easter 
ably because it summarized succinctly a brilliant in : Ss bs 
illustration of fol. 3 age PEG 
The fundamental agreement pate al, By representing the Crucifixion, the Depo- 
ee easier het aie sigh ila i jature focuses “the reader's attention 
‘sition, the Entombment, and the Chairete, this miniatu ‘ 
ode main thesis of the oration” following the 
aa dal f st Easte nily makes the omis- 
“The function of fol, 30° as the illustration for the First Easter Hon 
is ev * surprising. Indeed both the homily and the 
sion of the scene of the Anastasis even more surprising cana = 
7 u 5 » age, as € c 
derivative hymn were exclusively illustrated with the Anastasis at a later stage 
i issi hi jature should be sought elsewhere 
‘see, So the reason for its omission from this miniature ¢ . 
i i 5 y > ae * ated by 
‘An analysis of the scenes composing the miniature show the top register c noe si y 
the central figure of Christ on the cross. Christ now has his eyes open and is dressex ¥ a 
Tong old-fashioned colobium., However, under the flaking colobium an earlier stage in the 
painting of this Crucifixion can be seen in which Christ wore only a white loincloth. At 
that stage he probably had his eyes closed as well, but there is no way of ascertaining this 
now.” There is little doubt that the original Crucifixion kept close track of its contempo- 
Tary trends, as it resembles the one seen on fol, 98° of the Psalter Pantocrator 61 (fig 34) in 
thie relatively stiff posture of the body, the strong outline of the torso muscles, and the 


rewi h other. 
: sgory agree with eac 
the homily ee ck’: Crucifixion, Death, 


































ithe usual “Aroxadpdweis, and the Entombment 
adiarpos rather than Kyjéevris, 

of Nazianzus, Oratiot.4. In Sanctum Pa- 

hn tarditatem, ¥G, 35,3078. Translated by Ph. 


First Easter Homily of Gregory. Here again the Cru- 
cifixion, Death, Entombment, and Resurrection of 
Christ are mentioned consecutively. Moreover, the 


Resurrection now clearly includes the raising of 
and H. Wace, A Select Library of Nicene and 


; we Adam. For the influence of the First Easter Homily on 
“Fathers ofthe Christian Church (Grand Rap- later Church literature, see also I. Sajdak, De Gregorio 
203. z 


Nazianzeno poetarum christianorum fonte (Cracow, 


“St. Gregory Nazianzus and the 1917), 17ff., 286. 


‘Easter, Mi Classicl and Mediaeval * Galavaris, Gregory, 14ff., and below 181f 
As fathias Friend, Jr. (Prince- ® For the use of the illustrations in the Paris Gre 
yin is ref nk polnts out, the in= ory as “theological exegesis in pictorial form,” see 
yn is reflected both in the Easter Der Nersessian, Op. cit., 22 

muly on Holy Saturday written 

third 


graph of the lat- * Omont, loc. cit Martin, “The Dead Christ on 
” Paragraph of the 


the Cross in Byzantine Art,” 191 



















with the fourth paragraph of 


same method of illustration as the rest of 











THE PARIS | GI 
great effusion of blood and wate: 
of life; whence sprung the everlastj — ae 
underlines in his sermon on Holy Fdapae Sar 

Though less of the colobium has 
register, it appears that Christ was 
closed in this instance, since he could hardly 

The original iconography of the 
it was ultimately rejected and sub: 
Christ.” Since the miniature includes Fepresentations of the Depo: 
Christ's dead body, the objection must have been to Christ's nakedness 
representation of his death per se, 

The scene of the Deposition, which a 
another irregularity. John is cut off from the scene and stands facing us 
middle of the register. As Weitzmann has pointed out, this figure is iconogra 
lematic. His scale and tradition link him to the Descent from the Cross, His 


ever, dissociates him from it, as he does noteven glance in its direction.” John s 
from his immediate context in the middle of the register. 
The scale of the scene of the 





* springing from Christ's si 













































crucified Christ on fol, 30% was up t 
stituted by the traditional type of tl 


Ppears here for the first time in the 


Entombment which follows on the same register 
from that of the Deposition. The iconography follows the Psalters with margi a 
tions, but includes an unusual deviation: Joseph does nor glance at the swathed 
Christ in his hands, but at the beholder, who is thus drawn into the scene. Wei 
who noted this departure, named it “The Pause in the Entombment.” 

The third register depicts the Chairete. Christ dominates the center of the sce 
by the two Marys. The compositional importance of his figure corresponds to t 
crucified Christ with whom itis aligned. The iconography here includes an u 
motif: the empty tomb of Christ. This feature rarely forms part of the Chairete, 
it does—as in Psalter Pantocrator 61, fol. 122"—the tomb is represented as the t 
architectural structure. Here, the illustrator has chosen to duplicate the hill oft 
ment. Thus, the right side of both second and third registers depict the tomb 
rock. Its inclusion in the Chairete becomes stranger in view of the compo 
ance this motif inflicts upon the centralized composition of the register. 
succeeds in superimposing an artificial narrative link on the sequence Ent 
rete, which do not normally follow each other. Moreover, this motif: 
of the Chairete as a reference to the Resurrection. a. 

The choice of this scene as the sole reference to the Resurrectionis\ 
Christian cycles, but is out of place in a Middle Byzantine cycle. 
Morgan and as late as Daphni, the iconography of the mi 
Crucifixion provides the key reference for the theme of the 
Christ. Even in the most abbreviated cycles the Anastasis 1s 16) 


: the 
© PG, 100.14898. For the same idea, 14818 and ikea 


o « seven th rs 
® Fora comparable alteration froma loinclothed to thes a 
4 colobium Crucifixion, sce Weitzman, Sinai leoms, an 
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e Resurrection re- 
aie mae ein x i Oratory of John 
ee Aga Kilise, an ivory diptych 
i ai. However, the rep- 
the Anastasis in any of 
to the end of the 
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ve even after the emergence of the ip 
ome (fig: 13), 8. Clemente 1 we eat at Mount Sin 
, i icon of the twelve eae 
in (fig, 70),*" adiptych icon Chairete does not eclipse 
" on of the Myrophores and/or the SUF f the eighth century 
examples, which date from the beginning © 
Mid idle B tine period. 
> reise of the Anastasis from fol. 30°, ee 
J stands out asian archaistic noc ena Bfeore of Christ in the scenes 0 
: true of the colobium that is forced on the fig on this miniature brand it 
snd Deposition. The way these two traditiona oa 
"as aconservative work. The manuscripts an sin Bi 
“tury; itis, therefore, important to define the eee ae 
tional? Or is it the result of faithful copying “ne fthe Anastasis from this miniature is 
‘If the latter is the case, then the absence of the nee = sine eee cae Chaicete tins 
‘not particularly significant. But the situation 1s diffe rent i : 
eee a eed 2 een us EE ton that this miniature is the result of 
_—s«s There are many arguments against t e sup pe ‘eae Tc o-afters 
blind copying. Starting from the top register, the colo “e of . 5 ely 
thought, showing that the instinct of the illustrator originally . aaah 
iconographic trends, Moreover, the scenes of the Deposition and the i 4 5 Ae 
"second register were lifted from separate sources, as suggested by their difference in Bea : 
Tris even more significant that both scenes are invested with comparable sacramental over- 
tones. The Deposition, which is not known to have been illustrated before the eighth cen- 
tury, stands as the reception of Christ's crucified body and hence as the fulfillment of the 
,. mystery, 45 proposed by Parker.* Similarly, “The Pause in the Entombment” is “‘an al- 
gether novel concept of the Entombment: the display of Christ's body,” as suggested by 
_ Weitzmann." 
c A different kind of liturgical reference is offered by the peculiar treatment of the figure 
ih of John the Evangelist in the same register. While the narrative value of this figure is 
_ questionable, he is compositionally important for the clarity of the dominant vertical axis 
Fthe miniature. Placed at the geometric center of the entire composition, John is clearly 
d to serve as the link between the figures of the crucified and the risen Christ. He 
ogether the perfect Man-God of the Crucifixion and the perfect God-Man of the 
spe soneIn other words, by formal means the illustrator suggests John as the key to 
His selationship between the Persons of the crucified and the resurrected 
well taken, since the opening of the Gospel according to St. John had long 










































d its substitution with the Chairete alone 
an 


inth-century trends. The same is 
f the Crucifixion 


ditionalist features figure j ant 
ant luxury work of the late ninth cen- 


tivism of this miniature, Is it inten- 
dating earlier than ca. 700? 


o 


© Weitzmann interprets John’s attitude as an at- 


tempt to fuse the scenes of the Deposition and the En- 
tombment. 
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been considered the most 


Perceptive and a priate 
gos Incarnate and the miracle of the Resnaeeeie i 
tablished as the Gospel readi ¥: 


the Paris Gregory. This 
of John on fol. 30° 
of the miniature as an illustration of the First 
a prominent liturgical role on Easter Sunday. 
The nner sacramental and liturgical Overtones recognized offe 
gument against an interpretation of this Miniature as a copy of a pre-eip 
inal. Liturgical references do not characterize Pre-Iconoclastic christolo 
in addition, are not known to have included the Deposition. On the other. 
gical transformation of christological cycles is one of the developing ch: 
post-Iconoclastic art. In this respect, fol. 30” is up to date. It may even be: 
sive, since it offers a link with a specific part of the Easter celebration, Although 
iature cannot be designated a feast image, it points in the direction of feast im 
serious effort to add a recognizable liturgical dimension to a pictorial work meant’ 
marize and interpret a text charged with a specific liturgical role. The particu 
interpretation offered by this manuscript has left no other traces in Byzantine A 
ever, the importance it gives to the figure of John because of his role during Easter § 
presages the illustration of John t:1ff. The opening text of the Gospel of St. John i 
trated from the tenth century on with the portrait of the Evangelist and the feast in 
Easter, the Anastasis. This practice, which probably originated in the ninth « 
expanded later. The liturgical edition of the Homilies of Gregory illustrates its o 
text, which is the First Easter Homily, with the portrait of the author Gregor 
zenus and the Anastasis. Compared with these later developments, the liturgical 
of fol. 30° belongs to an experimental and undeveloped phase, which was, nev 
progressive at the time of its appearance. ‘ 
This miniature exhibits a sophisticated and experimental interpretation o 
liturgical trends in art combined with a significant measure of archaism im its 
as expressed in the use of the old-fashioned colobium for Christ and the 
sole reference to the Resurrection. It could not possibly copy an earlier ori 
sage looks forward to solutions established in the mature Middle Byzan ane 
though its pictorial vocabulary is in part conservative and academic. The 
this miniature can probably be explained, if we accept the SURE ESHIaS 
a work produced for Basil I under the supervision of Patriarch Photius. 
the emperor and the patriarch for the surviving remnants of Iconophile ex 
known, Pie ¥: 
However, the pictorial conservativism of fol. 30" went against Ene) 
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“ The emergence of this iconography is not likely to antedate the late s« 
toward the pictorialization of the Death of Christ. a: 
© Der Nersessian, op. cit., 227f, Brubaker, “Photius,” 50 
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sis and the Joinclothed Christ. By 
a] miniatures had become rather 
on of the Death and Resurrec- 
e one as radical and populist, 
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ninth century im its rejection of the See 
Sone be pcos 
ee tocrmrpiace tand out th 
st. These two ert er differences over the proper way of 
conservative and aca 2 


Iconophile in images roduce orary casualty: he Ana- 
da tem ary ca ual yt 


ts eclipse from the Paris Gregory 5 rd horities could go as far as 

i 1 ggests that the aut Pgoias far 
: th ie i Ee epauten es image. Though the subsequent evolution 
ith I clasts in their 


nography of the An Pp is i : bea 
ce ico! i eflected in this miniature to 

‘ = ‘oves the attitude re ; = es bie 
af d in its Bay reivaeil Gerenesting to note that the image could be by passed 
“minor inter! jude in flat 

as late as the last quarter of the ninth century. 







































Orner Nintu-CEnTURY EVIDENCE 


i i e Paris Gregory may not have been an 
‘The suspicion toward the Anastasis, which marks the Paris Gregor) 


isolated Other surviving evidence, though scanty and inconclusive, also appears to 
Ros Asiritiny attached to the court of Basil I did not readily admit the Anastasis in 


their christological repertoires. 


: The Holy Apostles 


The Church of the Holy Apostles does not seem to have included the Anastasis.”° Even the 
mosaic of the Myrophores as described by Mesarites seems to have been made in the 
‘twelfth century, This is suggested by the exceptional inclusion of the standing figure of 
the mosaicist in the scene.” Thus, even though the ninth-century mosaics—made in all 
probability in the reign of Basil I—included the most progressive type of Crucifixion— 
Christ loinclothed and dead—we have no evidence that they also included an Anastasis 
But because of the incomplete and confusing state of the surviving accounts of Rhodios 
and Mesarites, the question of the exclusion of the Anastasis from the mosaic cycle of the 


church cannot be settled conclusively, 


The Church of the | ‘irgin at Pege 


pee cycles recorded as made during the reigns of Michael III and Basil 

¢ own to have deviated from a hierarchical scheme of single figures that 

lig Mis eae absence is remarkable given the extensiveness of this 

* nae , In whic! ristis narrative. For a bibliography of the blems sur- 
‘upon the wood of the cross” 1ography of the problems 


a founding the mosaics of the Holy Apostles, see 
+ Op. cits, 1916). The Pp 


Mesarites includes a de- Tazarev,, Storia, 66, 95 n. 2. And more recently, 


f A. Wharton Epstein, “The Rebuild id Redeco- 
and the Chairete, but ran Pstein, “The Rebuilding ani 

» tion of the Holy 2 ae ARES 

senberg, Grabeskirche ¢ Holy Apostles in Constantinople: A Re 


: consideration,” GRBS, 23 (1982), 79-92. 
1908), 11, soff., 64f|. Its ™ Mango, Sources, 233 and n. 255 















OTHER NINTH-CEN] 
started with Christ and his an 
Church of the Virgin at Pege 
tween the appointment of 
tine, probably on September 3, 879.7) 
Once more our knowledge of the christological cycle is both inec 
It is based primarily on a series of epigrams, ote ve ieabe ; 
and are attributed to Ignatius, magister of the setae ite — c 
the Virgin at Pege, which was restored by Basil Cuneta ' 
ing the earthquake of 869, contained representations of the Crucifixion, iT 
Presentation in the Temple, the Chairete, and the Ascension in chedague 
been a second dome decorated with the Pentecost, but it is not mentioned 
grams.” Though these epigrams apparently describe an incomplete cycle, 


that the Anastasis is excluded, though the Crucifixion and the Chairete are 
more. 4 


Given the absence of the Anastasis from this in 
Crucifixion is particularly noteworthy: 



























complete series, the 


The dead Hades disgorges those who have died 
Finding a purgative in the flesh of the Lord.7s . 


The descriptive character of such epigrams leads us to venture that this mosaic of | 
cifixion included pictorial references to Hades and the Anastasis. Depending on th 
of emphasis, the Crucifixion of this epigram may be correlated to one of two! 
The first is represented by the Crucifixion ivory in the Metropolitan 

New York. Here the cross is planted on the stomach of Hades, whose identity 

by the accompanying inscription, so bringing an end to his proverbial gluttony. / 
has shown, this idea was based ona long-standing literary image associated bo 
celebration of the Anastasis and the Triumph of the Cross. Specifically, the 
tion explains this image of the Crucifixion, putting an end to Hades and his di: 
racity 


The second type of Crucifixion is better known. Itis the variant that inc 


” On carly post-Iconoclastic church programs, sce ‘O vexpos “Acéns é€euet red 
S. Der Nersessian, “Le décor des églises du IXe sit- kavapow sipéy capa ty 
cle,” Ve CIEB. Acts (Paris, 1951), 315-320. ," Dam thankfal’to/Professon 

” Anthologia Graeca, H. Stadtmiller, ed. (Leipzig, firming that there is no 
1906), 1, 109-114. Also, De sacris aedibus Deiparae ad lemma and the poem do ni 
Fontem, ASS, November, tm, 882, translated in » Frazer, “Hades Stabbed 
Mango, Sources, 201f. For Constantine and the date 153ff. Frazer's identifi 
of his death, see Spatharakis, op. cit., 104m. 34 and 
Kalavrezou Maxeiner, op. cit., 19ff, (n, 6.59). 

™ Mango, Sources, 202 

* Anthologia Graeca, H. Stademiiller, ed., 1, 111% 
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NINTH CEN ; : 

VI. THE EAST IN i ee This type flourished in the 
the Urtre 


mee kcover of the 
and is encountered mpc He est, as evidenced by the ey ics ah Sits 
fof the ninth ee cated of Charles the Bald Beigel to Byzantine 
es of Henry II, a work o! er western ivory is not directly fe saades atthe noe 
ich (fig. 48)” pom Hi caping the clutches of the help Pax ewbheiAue 
Js, itechoes the idea of the dea iS ai epigram. The dead can be a0 one 
Crucifixion, which is the itn while the classicizing i. Sea: siti ; 
a , “—* 1e ere ades 1s no! 
h ivory rising out oe SF atpoks helplessly at the eensienon we pies ee 
(2) lifts up his handan dead literally as on fol. 102" of the Chloudo = os oa 
ee Be ppeatCaicifxin on this ivory mirrors indirectly the mosaic of 
theless, the iconographic 
the Crucifixion at ane ning © ee image that refle 
Whether Ignatius was inspired by an 1mass bination of both, w 
‘Crucifixion, or even some iconographic a Peaeatiry Crucifixion, which pictorialized 
ing. Bur it probably belonged to meyer? - hed sfeat of Hades and the Resurrection 
literally the idea of the cross as the instrument of the defea 


of the dead. _ 
The correlation of the Crucifixion w 


only on the text of Matthew 27:52f., geno} 
ea, ared in the celebration of the Triumph of the Cross as S ee 
Romanos Melodos, who links the two events in a hymn.” The liturgical door unloc ked 
by Frazer leads us to liturgical developments that may be dated with certainty in the first 
post-Iconoelastic period. 

The hymn of the Trumph of the Cross written by Romanos was incorporated by Theo- 
‘ore Studites in his Canon on the Adoration of the Cross.*° This canon was in turn incor- 
porated in the Triodion, where itis still part of the morning service for the feast of the Ad- 
oration of the Cross (the Stavroproskynesis)."* We know quite a bit about this feast. Its 
‘celebration on the third Sunday of Lent was begun during the first post-Iconoclastic period 
Part of the reforms of the Triodion introduced by Theodore Studites and his faithful 
brother Joseph—the so-called “Studite reforms,” which were an integral part of the Icono- 
phile framework accepted after 787."* It is quite certain that this canon of Theodore— 
written specifically for this feast, which was part of the liturgical expression of the Icono- 
ile theological system—was intended as a definition of the feast. 
















































cted the first or the second type of 
¢ have no way of know- 


ith the disgorging ofthe dead by Hades is based not 
which makes no mention of | fades. As Frazer has 
arly as the time of 


PG, 99.1757-1768. The oikos at the end of the fifth 
ode of the canon (col. 17648) reproduces Romanus, 
Canticum vin.4. The same text is quoted by the figure 
of Hades in the representation of the Crucifixion at 
Polosko (Babié, Op. cit., 172 ff.). See also, Beck, 
494. 

" Triodion Katanyktikon (Rome, 1879), 357f. 

“G. Bekatoros, "“Sraupos,” Opnoxevruxy Kat 
Hiduen ‘Eyxum\oratdeia (Athens, 1967), X1, 435 


dt, Die Elfenbeinskulpturen aus der 
mien und sachsischen Kaiser (Berlin, 
pl. 20. Brenk, 16sf. and n. 80 fora 


a, 





OTHER NINTH-CENTUR 
The interpretation of the Stavropri skynesi 
a Foun. 
gests that Crucifixion = Auatrisirfi ee aes 
that expounds on the joy of the Resurrection of Christ . 
vation. It is only then followed by a second strophe and 
ment of the Passion, 


S canon of Theodore Studites celebrates th 
ay, since Crucifixion and Anastasis re interp 
@ scheme of Redemption. This interp ‘ati 
y Theodore’s sermon on the same feast. The f 


; announcement of the Resurrection of Christ, since death y 
death and life was given to Adam through the cross."3 Such ps +hicl 
» WH 


longed to the celebration of Holy Saturday," helped Theodore to forgea 
link between the Crucifixion and the Anastasis in the feast of the Adoration of th 

We know, therefore, that the traditional interpretation of the Crucifixion and | 
hich may be traced back to the Early Christian peri 
ated by Theodore Studites after 787. We also know this re: 
place in the context of the new feast of Stavroproskynesis. In the process, Th 
beyond Romanos Melodos, who had interested himself in the bellyaches 
Hades while disgorging the dead as a result of the Crucifixion. Without reje th 
of Romanos—which is also reflected in the epigram of Ignatios—Theodore off 
interpretation of the Crucifixion based on the Anastasis. To do this he went as far: 
ing the Anastasis ahead of the Crucifixion in his presentation, 

If we put this interpretation of the Crucifixion and its context next to the ninth 
pictorial variants of the Crucifixion that incorporated motifs from the iconog! 
Anastasis (such as the defeat of Hades, the rising of Adam and Eve, the rising of D 
Solomon, or even the rising of the anonymous dead), we have an image that can 
In two ways: in christological cycles as an enriched nonnarrative substitute 
tional Crucifixion, or by itself as the feast image for the Stavropros 
the Adoration of the Cross, a post-Iconoclastic feast. 

Another example of the kind of pictorial merger possible for the scenes of t 
ion and Anastasis is offered by an ivory bookcover in Leningrad, which 
the eleventh or twelfth centuries (fig. 49).** On either side at the foot 
figures of Adam and Eve, and David and Solomon rise out of their res 
The presence of the two kings means that the motif of the rising dead 
theme of the Anastasis. Without David and Solomon, the figures of 












































reference to the cross, the instry 
Thus, the Stavroproskynesi 
as the Crucifixion on that d 
interdependent facets of th 
proskynesis is confirmed b 
interpreted as the 


tion as cause and effect, w 


newed and consolid 


Theodore Studite, Jn Stavroproskynesem. PG, 
99.692—700, “Wei i 

aS ys 5 enth century. 
693: Syjmepov mpooxvveirar oravpos. Kay Xpwrrow the elev fostooem 
dvaoracts evoryyediferac. SSSR ° 
697D: Lravp® vevéxpwrar Javaros, Kai “Abaya elu EWE pees ¥ 


Toinrac. 
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VI. THE EAST IN <a 
e ar the historical tim 


e of the Crucifix- 





ed as the anonymous dead who aros 


' folie i Jgnatius all suggest that 
mple, in Paris gr. 74+ a Paacam of16? 
4 H and the ep!g! 
ngrad ivory, the New York ivory» 


je Cru jon projected thro! ig vroproskynesis dur- 
tion of the Crucifix jected throu! the feast of Sta ropre k | 
. ; i hi ope of motifs from the Anastasis into the im- 
ninth century inspired the 1 


i eference to the 
rucifixi i ct effectively as a re 
recs ccia sal ee of Lent from the post-Icon- 
ater 


Bi ecarpnrosteynesis co: i ted into such christological cycles 
i i Id also be incorpora 

period onward, though it cou 

as that of the Virgin at Pege. — 

We have no way of evaluating more 

’ gin at Pege from the 870s. The reference to ¢ 






































cisely the significance of this mosaic of the Vir- 
te he defeat of Hades and the rising of the dead 
n independent mosaic of the 

Ae 2 ifixion probably made superfluous a i as 
a. c eu Ms Anastasis was excluded from this cycle as well. Be yond 
drawing ee iisoreen this half-documented hypothesis and the exclusion of the 


Anastasis from the Paris Gregory, we can do little, 


The Church of Zaoutzas 


The conservativism that inspired the omission of the Anastasis from the few known works 
associated with the name of Basil I receded before the end of the ninth century. We know 
this through a panegyric delivered by Leo VI in the church built between 886 and 893 by 
Stylianos Zaoutzas, the emperor’s powerful father-in-law.*’ The mosaic cycle that deco- 
tated it included the hierarchical scheme of the Pantocrator together with his angelic, and 
Old and New Testament choirs, as well as “events from the Incarnation.” The christolog- 
ical cycle so described by Leo consisted of the Annunciation, the Nativity, the Adoration 
‘of the Magi, the Presentation in the Temple, the Baptism, the Transfiguration, the Raising 
‘of Lazarus (described as: throwing off corruption) and the Crucifixion, Leo goes on: “Else- 
where the tomb offers Him hospitality, and in another place He is seen trampling on cor- 
tuption, And He rises elsewhere and raises Adam along with Himself, and makes His way 
: heavens, and His ascent to the Paternal throne together with His human body. His 
mother. . . and His disciples are standing there... .”"5* 

‘been pointed out that if the text is inter 


4 : preted strictly, there must have been two 
ate scenes of the Anastasis.* However, t 


he broadness of Leo’s description of the 








nt, Evangiles i F 
ery avec peintures byzantines du Akakios, Op. cit., 277, as amended by Syndikas, 


imp., Oratio 34. Aéovt0s roi Yodod ma- op. cit, 211, is: “kal réd0s &AAaxod rovrov geviker, 
Akakios, ed. (Athens, 1868), 274- og fread Thy diopav para Kai rov AB 
“Tap aMmPIIeAS G8 Bio duidies rod. dy owveteyeipor kyeiperar, Kai bri Thy els oi 
m ‘Emermpis ae sete Topeiav _ mototevos, Kal rh pera Tov 
pe ons, ai herp . ed mee Tarpikov Spavov dvénev- 
IFCCS, 203-205, fe eee Exel Miymp. . . kai padnrai. . - - 
here is thar of Mango, vinced ee Sources, 205 n. 117. Syndikas is con- 
Hons: The text of 5 ne the description refers to two separate 
cenes, basing his argument on Grabat’s hypothesis 
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church together with other lap: 
Therefore, we will let this p 
the Church of Zaoutzas inc] 


SeS in its Precision. 
roblem rest and conch 
uded some version of th \na 


is the first Post-Iconoclastic chu; 








































of the teliquary-repertoire, and adds 

sing of Lazarus, and the Entombment. C 
eventh century proves the Church of Zac 
mition of the Virgin. These comparisons sug¢ 
n the latter part of the ninth century. The rep 


deployment echo very closely the mosaic de 
churches from the eleventh century. The omission of the scenes of the 


Dormition suggest that the cycle was not yet fully developed. Comparison 
gram of decoration on historiated reliquaries proves that the christological eye 
by Leo, far from being unique in the ninth century, fits in with other products 
Finally, the inclusion of the Adoration of the Magi in this selective christolc ¢ 
shows that its roots go back to pre-Iconoclastic abbreviated cycles, a link that has! 
cussed in connection with the historiated reliquaries. Thus, the Church of 
Zaoutzas and the historiated reliquaries provide us with two abbreviated chr 
cycles of the ninth century. These cycles are immediate antecedents of the fully. 
feast cycles as we know them from the eleventh century, and they echo features of 
Iconoclastic abbreviated cycles of the life of Christ. But, whatis relevant for us is 
iconography of the Anastasis is an organic part of both of these ninth century” 
whose appearance and function relate directly to the so-called “feast cycles.” 
In review, three major trends may be recognized in the evolution ofthe A 
the ninth century. One is represented by the moderate and traditional icono ) 
historiated reliquaries. The second is encountered in the fanatical extremism of 
with marginal miniatures, which energetically explores the iconographic 
the image in the context of the cycle of the Death and Resurrection of C 
velops the Bodily Rising of Christ as a radical iconographic alternative t 
Anastasis. The third trend materializes as an expression of the official 
the time of Basil I, which bypasses the Anastasis in favor of the Ch ate 
image of the Resurrection. The specific reasons, extent, and duration 
phase is not certain, but we know the Anastasis figured in works pat 
soon after Leo VI became emperor. ia 
The revival of the chaise a self-contained pictorialization ¢ 


Adoration of the Magi, the Rai 
the standard feast cycle of the el 
of the Pentecost, and the Dor. 
cycles were well under way i 
Church of Zaoutzas and its 


(above. 9). A different reconstruction offered by Ben ‘el rr 
Frolow has been conclusively disproved by the tex S005 20 
tual emendations effected by Syndikas. A. Frolow, ‘ia 













































INTH CENTURY 
he mechanics of the Resurrec- 


Death did not spread outside this group of man- 
eat 


iconography of the Anastasis was the one 
icon 


torial alternatives for the theme of the 


e included portraying the defeat of 
the presence of Kings 


VI. THE EAST IN THE N 
er school to explore ¢ 





The eagerness of the Psale 

many aspects of Christ's 
r. The moderate and traditional icom 
vailed, eventually superseding all other pic! 
n, Minor iconographic amendments oe ica 
es and his domain as complete and irrevocable, while p 8 
id and Solomon as integral to the Anastasis. 
ee  oeteiaaegel Fee bingoun ofthe christological cycle, the Ana- 
heel e ae " eer overtones. The first demonstrable example of this 
ap rAastais Donracing Ps, 81:8 in the Chloudof Psalter. A parallel is 
sort is the 


en celebr. ' ds, this is the first time the image of the Anastasis may 
i I £ } 
me, ation, In other words, this 


Paster Services. There is a comparable 
be ii ted as a direct pictorial reference to the Easter Services. There P c 
pepenterpre ; . of the Paris Gregory despite the omission of 
allusion to Easter in the illustration of fol. 30° of the Paris Gregory : 

. A . effort is made to link the illustration 
the scene of the Anastasis from it. In both cases, an etfo oe ; 
with a specific aspect of the formal Easter liturgy, allowing the image to function as litur- 
gical commentary in pictorial form. This interest is shared by extremists and conservatives 
alike. In this way, the ninth-century experiments with the use of the Anastasis and its pic- 
torial alternates as references to specific parts of the Easter liturgy. . 

Overall, the variety of approaches toward the pictorialization of the theme of the Res- 
‘irrection suggest there was a debate among Iconophiles during the ninth century. This 
‘Was probably the result of the need to reexamine and redefine the form as well as the func- 
‘tion of christological imagery, so that it might complement in the best possible way the 
Orthodox Iconophile position. The experiments of the ninth century also produced some 

P p 
Pictorial hybrids. Hybrids in form, content, or both. The combination of the image of the 
Crucifixion with the Anastasis which probably decorated the Church of the Virgin at Pege 
belongs to the last category. However, of much greater interest is the hybrid offered by 
_ the third type of Anastasis. 






t altered. However, the interpretation 


plays an identifiable liturgical role in 


in. Tue Tarp Type of ANAstasis 


hird type of Anastasis appears first as the illustration of Ps. 
44b). The strictly frontal figure of Christ in a mandorl 
d of Hades. He is flanked by Adam and Ey 

he other in a gesture of speech. 
of this miniature may be chara 
floating in midair. The place of h 
Adam is on Christ’s left and rai 
Over, the gesture of li 
ion. The gesture of Speec 


81:8 in the Chloudof Psal- 
a of light stands precariously 
e. Christ lifts Adam with one hand 


cterized as unsettled and immature. Adam 
onor on Christ's right side is unexpectedly 
sed by Christ’s left hand, both of which are 
fting Adam compromises the symmetry of 
h of Christ’s right hand is mostly responsible 
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THE THIRD TYPE OF 


for this, since it precludes Ositioni am 
Christ’s right hand. The tale met pee 
or his formal gesture, a combination used for a Kas 
known from many Early Christian works, such as: ae 

the Door of S. Sabina,” Christ of the Ascension iin a1. 
pels,” and Christ in the Transfiguration mosaic at Pee 
appears to integrate into the image of the Anastasis iconographic m 


sources. However, the new synthesis has not yet been normalized, even 
ready produced a new type of Anastasis. : 


The inconsistencies disappear in the mature 
fully developed example, the Gospel Lectiona 
enth century (fig. 50).9* Christ now towers al 
on top of a hill. At the base of the hill, Ada 


version of this type, as witnessed | 


ty Iviron, cod. 1, usually dated it 
bove the trampled figure of Had 
, m and Eve flank the imposi ui 
lifting their hands toward him. Christ reinforces the symmetry ote Dc 


tending his hands to show the marks of the nails. The symmetry is further ¢ 
including above the level of Adam and Eve two more groups led by the kings and p 
lifting their hands to Christ, as well as by two adoring angels hovering above 
incidentally, the first angels seen in an eastern Anastasis and in a role radically 
from that of their western counterparts.?5 : 

In the Anastasis of Iviron 1 neither Adam nor Eve comes in contact with Christ, bu 
are placed below him on the frameline of the illustration, Adam to the right of Chri 
problem of the stability of the three primary figures is solved. At the same time, | 
of the ceremonial frontality and symmetry of the composition is maximized. Th 
impressively formal, allowing no doubts about the intention to treat the Anastasis 5 
rily as an epiphany, a revelation of the consequences of the Passion of Christ. 

The variations of the mature third type of Anastasis reveal the extent of its 
feast icon in Leningrad maintains the frontality of Christ, as well as the ex 
wounds.” The same is true of the Anastasis in Paris gr. 550 (fig. 51), which al: 


11 


















For the third type of Anastasis, see 8f Also, pl. 1. Weitzman, The Narrative an 
A. Cutler, Transfigurations. Studies in the Dynamies of — Gospel illustrations, 260, dates the: 
Byzantine [conography (University Park, Pa., 1975). eleventh century, while Lazarev, 
looff. For the wooden doors of S. Sabina, J. Wie- _ prefersa twelfth-century date- 
gand, Das altchristliche Hauptportal an der Kirche der hi. The Treasures of Mt. Athos does 
Sabina (Trier, 1900), and Volbach, Early Christian Ant tration of this important miniature. 
330, pl. 103. Age of Spirituality, no. 438 » Above, sof. 3 

* Florence, Laur., cod, Plut. 1, 56. fol. 13%. Leroy, This isa i 
Les manuserits syriaques peints et enluminés, 152. Cec- the ae ec 2: 
chelli, Furlani, Salmi, The Rabula Gospels. Chatzidakis, ch 

” G. H. Forsyth, K. Weitzmann, |. Sevéenko, cles et la transform ee 
K. Anderegg, The Monastery of St. Catherine at pone ps ae ee 
Sinai. The Church and Fortress of Justinian (Ann Arbor, y : 
n.d.), 1, 11ff. ws the second half 

™ A. Xyngopoulos, Evangiles avec miniatures du 
monastére d'Iviron au Mont Athos (Athens, 1932), off. 
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els.77 In both instances Christ dom- 
8! - 


the Passion in the hands of four archan, atic display of the stigmata. How- 


ymposition by his size, frontality, hoe Adam and Eve appear a = 
bate i leessstricr chan” fe ee _ the other side by a group © — se 
nt, balanced in a less sii Sanancets differs little from the es an - saa 
This variation ee of Christ in an attitude of strict eri ve : 
since it needs only to adjust the ora third type take the compositiona gic 0 
contrast, the major representations © ethis in an Anastasis on a 


: = can se 
this scheme to its conclusion. In addition to Dee atic tguce of Christ stands on the 
Liturgi turgical Psalter leaf at Princeton (fg. < The defeat of Hades is already accomplished 
"broken gates of Hades, which lie inside a hi Ris displayed. Flanking the base of the 
through the Passion, as witnessed by the han vcophagi out of which rise the suppliant 
hill that encloses the land of the dead are two sal Pe Xtaibes clear the message of the third 
figures of Adam and Eve. This abbreviated a rotoplast, through the Passion. This 

type: Christ defeated Hades and saved Adam; t ok E 
A type of Anastasis is in fact an apocalyptic Sina Be oon Anastasis could 
The frugal presentation of this fundamental mess Be Be ee ivizont adapte.the 

ah undoubtedly be enriched by recourse to the other al 
: Svieeenie nraptiots on cither a8 a i . ae dds a patriarchal cross—the par 
rion at Mt. Athos, Koutloumousiou, cod. 412, fol. 232", adds a p : io 
excellence instrument of Passion—in Christ’s left hand while his right exhibits t ae nail 
-__ wound (fig. 53).% Christ moreover straddles the broken gates of Hades. He is flanked by 
Adam and Eve on the right and by the two kings on the left, the same way as in the Lenin- 
Grad icon. Psalter Vatopedi 760 (fig. 54) dating from the eleventh or twelfth century, is 
Close to the Koutloumousiou Anastasis in the stance and attributes of Christ.'°? Adam and 
Eve are placed more accurately inside the dungeon of Hades, now littered with broken 

keys and chains. 

Despite its Hexibility over the adoption of features from the first and second type of Ana- 
stasis, the mature third type is nota paraphrase of them, as it contains stable features that 
7 _ set it apart, Oneis the immobile frontal figure of Christ offering solemn proof of his Pas- 
Sion, Then there is the symmetrical arrangement of the remaining figures around him, 
__ Starting with the suppliant protoplasts. And, finally, there is a hill whose interior acts as 
: de of Hades, and whose formal function is to allow its summit to set Christ apart. 
The formality of the composition as well as some of its 
this scene as an apocalyptic epiphan 
| of light symmetrically flan 


ist. A fourteenth-century Stichera- 






persisting iconographic features 
'y. The frontal figure of Christ on top of a hill in 
Ked by humans calls to mind the well-known 


“Aristocrati P of Mt. Athos, 1, 467. S. Der Nersessian, “L’illustration 
il and Lection- du stichéraire du monastére de Koutloumous no 
he Amer 412," CA, 26 (1977), 1436, fig. 9 
aga “© Weitzmann, “Aristocratic Psalter and Lection- 
? : aye Tes. fie 2; Idem. “Dac Eyance Skevo- 
of Nazianzus and the B- 4. Idem, “Das Evangelion in Ske 


- hylaki ” : 4 ane 
“$2fl, fig. 1. The Treasures tee 2u Lawra,”’ 87. This miniature illustrates 






















THE THIRD Type 
scheme of another epiphany on earth, the T; 
and Elijah is not to be compared with that o 
however, which includes Adam and Eye ‘| 
Pe - Fegul i 

Christ’s wounds. This is the iconography of ict epee 

Christ can be seen displaying his wounds in the Last Judgmi ; 
tury illustration of this theme in the Sacra Parallela of John. 0 
example Adam and Eve are not included ae 


insfig 


f Adam and 
























gure of Christ in another version ¢ 


Judgment. This is where we find them in the Last Judgment at Torcello, ant 3 


otissa in Kastoria'® at a later date. < 


The third type of Anastasis in Iviron 1 and on the Princeton leaf offers mor 
allel echo of the iconographic and compositional arrangement of these images of | 
Judgment. All of them focus on the apocalyptic frontal figure of Christ di 
wounds, flanked by the suppliant figures of the first created and recreated, 
on a triangular symmetrical composition hierarchically zoned. Thus, it ap 
mature third type of Anastasis deliberately adapts this apocalyptic bluep 
needs 

The thematic affiliation of the Anastasis and the Last Judgment is probably 
for this exchange. In the standard exegesis of the tenth century, as expressed by P 
the raising of Adam-Everyman is an act of re-creation." However, itis also an acto 
ment. Specifically, the archetypal Judgment of the archetypal Sinner, whose sal 
guarantees the redemption of mankind at the time of the Last Judgment. Accor 
Suda, a tenth-century dictionary, defines the Anastasis as an act of justice, and 
ond rising to a standing position and the end of the patience of God."""s That 
prets the Anastasis as a reference to the Last Judgment. The fundamental: 


' Grabar, L'empereur dans Vart byzantin, 251f., pl. “Byzantine Miniature and Icon, 


38.1. Weitzmann, The Miniatures of the Sacra Parallela. _ enth Century,” jorft., figs. 30; 
Parisinus, Graecus 923, 169f., fig. 441. ‘+ Photius, pr ae 
K. Papadopoulos, Die Wandmalereien des XT Photius Patriarch of paps 
Jahrhunderts in der Kirche Nlaveryia tov Xaknéo 1 ims Suda S kiiars 
Thessaloniki (Graz, 1966), 60, pl. 4. Brenk, 83ff., fig. W ae ah jae 
5, pl. 22 Tos mete HE es 
ow. 6 yap mperdmhacros 
Gdavaros WY. 
S0apiv mAdopa Bue 
















' N. K. Moutsopoulos, Kacrtopia. NMavaryle Mav- 
piariroce (Athens, 1967), pls. 39, 43- Brenk, 99, pl. 
29. St. Pelekanides, Kacropuc (Thessaloniki, 1953), 4 
Pl. 78. The protoplasts are to the right of the Hetoi- 
Masia in the two cleventh-century Last Judgment 
icons on Mount Sinai. Sotiriou, Icénes du Mont Sinat, 
128ff., pl. rs0 and 130, pl. 151. Also, Weitemann, 
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sion, and whose realization 
f these two themes. 
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‘as an act of Judgment whose eye es : 
the Resurrection of the dead was ca ha ead 
! also inspired a number of| pictorial &x 


it of the donor eSpcfore color! 
and the Last ee cies in Hagios Stephanos, Kastoria before 1040 
of the souls in the 


portra fe) asis fi S. Clemente (fi r, 
je function of the port ili id Anastasis from : f 
tl fi i 5 fCyril in the secon’ aa ‘ S aeons 
isin sree context in the Chapel of S. Zeno ( g ) p 

The use of the Anastasis 


: Fthe pious hopes of the de- 
; f the Anastasis as an expression of the Prey ie discerned 
an early date for the use of € he Anastasis as a Judgment has already 
. ce to the An. , i 


econd Anastasis in S. Clemente, not un- 
s a : 

d Last Judgment. The drawing of Adam 
ofthe Anastasis in the Exultet 


he Passio! 
r the linking of 
between thei 
(?), which appears below the 
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“ceased for his future. Referen 
in the skulls and fires littering the tenebrae of the 


Jike the skulls and fires that figure in the standar 


and Eve from the fires of Hell ina number is “eae : 

Isis i iri _ 20). In return, 3 
joes f coi Be Bap Christ the Judge or his Hetoimasia. It also 
judgment the figur 


di ible the presence of the protoplasts in other epiphanies, such as the apocalyptic 

made possible a 

vision in the apse of St. Barbe at Soganli, Cappadocia. 
“The semantic interrelation of these two subjects 1 


mpo ition che! The ture C 

graphi ic motifs and co sitional schemes. he ma’ , , 
a e of this inter lay. The third type of Anastasis 

plified by Iviron 1, demonstrates the nature o} ( pias t 


seen in the Chloudof Psalter testifies to its carly beginnings. Moreover, the use of this type 
28 is particularly significant. 
a eesijctaley ie in the Holy Saturday Vigil. In the first part of the v ee 
baptismal theme was predominant, as we shall see later, while the second part of the vigi 
Concentrated on the theme of the Resurrection. The chanting of Ps. 81:8: “Arise, O God, 
judge the earth; for thou shalt inherit the nation” marked: “a turning point in the thematic 
content of the service. Previously the theme of Baptism was predominant in the Old Tes- 
tamient readings, the chants, and the Apostle; with Ps. 81:8, it is the Resurrection which 
~ comes into focus,” as the two liturgists Bertonitre and Mateos agree. '°” 

The liturgical significance of this verse during the Middle Byzantine period is illustrated 
bya ceremony that probably accompanied its chanting as early as the tenth century. While 
The Chanter prepared to intone Ps, 81:8 during the celebration of the Paschal Vigil in the 

_ Church of the Lady of Pharos, in which the emperor participated actively,'°* ‘at this same 

€, the chartularies of the skevophylakion stand near the altar and remove the plain cov- 

hich lies on it, thus revealing the golden one underneath. ”"'©9 

ough we do not know the exact meaning of this particular ceremony, which is de- 

in similar terms by Constantine Porphyrogenitus, we know that later offshoots 
‘Were interpreted either as the rolling away of the 


astasis often lent to the Last 


esulted in the exchange of icono- 
hird type of Anastasis, as exem- 


stone from Christ's tomb, 


‘ Bertoniére, 137fF. 


a ™ Bertonié esde! 
Porphi yrogéni P a i@re, 138. This text is in the Dresden 
. (Paris, ae Praxapostolos, which dates from the mid-tenth to the 


mid-eleventh century (ibid., 114) and probably de- 
Scribes the same rite as the Book of Ceremonies. 
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oras the preparation for the ady 

of laurel leaves, the sign of vices i ‘rumphal adventus, 
It seems that apart from introduci: 

Vigil, Ps. 81:8, which summons C) 

rection in liturgical and ceremonial terms as the First Ad 

antee of the Second and Last Adventus, which men =t 

pretation of Ps. 81:8 as a referenc end of God's, i 

literature on this psalm.'!* The chanti F ent is confirmed b: y 


t ing of this verse on aturday | 
correlation of the themes of the ea 
the same token, the emergence of the third 


Anastasis and the Last Judgment on a Jitu 
illustration of this verse proposes the inter 


type of Anastasis in the Chloudot 
pretation of this type of Ana 
cally as a proto-Judgment. 


ng the theme of the R surre 
hrist to rise and Judge the 


The exegesis of the Anastasis as an apocalyptic act must have been icky 
interplay between the themes of the Anastasis and the Last Judgment in the vis 
not limited to the exchange of isolated characteristics, It also produced ico 
brids in which these two themes were fused. 

This happens in the illustration of Ps. 12 on fol. 44° of the Psalter Vat. gr. 752 
1059 (fig. 56).''* Adam and Eve as suppliants flank the foot of the hill of Ha 
whose dark cave a naked dark figure labeled “Hades” holds onto a human figure, 
ently some unlucky soul. As correctly noted both by De Wald and Brenk, the sch 
flects the third type of Anastasis as seen in Iviron 1. But there isa major difference bi 
the two miniatures: Christ is not standing on top of the hill of Hades giving pro 
Passion. Instead, he is already in an ark of heaven aboye, physically separated f 
figures below. His presence in this relative of the third type of Anastasis is sym 
unrelated to the actual defeat of Hades and the raising of Adam. This imageis 
removed from the actual event than the third type of Anastasis. 

In a distinct zone immediately below this scene, a group of men and a group 
tise symmetrically out of two sarcophagi, liftitng their hands in supplication to 
above. The rising of the anonymous dead is a motif included in the 
date, as we have seen. However, the anonymous dead rose on other occasion 
the time of the death of Christ on the cross, according to Matt. 27:52f and at! 
the Last Judgment, according to the Creed, among other sources. Ther 
at the time of the Crucifixion appears at least as early as the Urrecht a 
becomes a popular theme in the Carolingian West, while the rising off 
enters the pictorial scheme of the Last Judgment at least as carkyas ei 
of Cosmas Indicopleustes. 

























'° Bertoniére, 138, in reference to the Propherolo- PC, 93-1260c-p and The 
Sion Sinai 9 dating from the beginning oftheeleventh — if Psalms, PG. ae 
century (ibid., 116), and Pseudo-Kodinos, Traité des 48 E. T. De Wa 
offices, J. Verpeaux, ed. (Paris, 1966), 2318 serge of the Sepmagials 

"* This psalm is understood as a reference to the Part > Megas 
Last Judgment by Hesychius, Fragmenta in Psalmas, Brenk, 88 
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eco any Wa 
illustrati can be associated with the heal Sih ilies 
tration of Matt. 27:52, eal ly dressed on fol. 51° of Pari sh 2 nape 
such as those who figure simian'y® 1 r. strict zoning of € d the in- 
Fea en park of heaven separated fom the rest and’ Te 
2 eaialegeeln S nonynous dead supports oe eis Be The nae 
pepe ae 4 forme "ThE dead too shall arise 1 a z at the time 
: er a cx ae of anonymous cou , ete cthsdeceaty 
ee a stadenin Benaeen! first i a rc he .. . ee 
“church of St, Barbe at Soganli in Cappadocia (fig: 67) 0” ©" 
Been arose from the graves. mie Tee soininture 
distinction between the dead who have alrea iicand those who will also arise in the 
Eve, who are already ouside the dark Rss t—the man still held by Hades inside his 
Basie of Christat the time of the on ae If this is correct, the Vatican miniature 
cave and the suppliant figures in the zone ste : cpt: Pe resting hybrid, 
crosses the theme of the Anastasis with that of the = A 
the characteristics of the third type of Anastasis are precc 


compromised. 
alance between these two ¢ eee eorce in the-< i 
et on the West wall of SS. Peter and Paul at Tat’ev in Armenia."'® The paintings 


ofthis monastic church, which were consecrated with great pomp in the Se da ys rr 
Katholikos of Armenia in 930, have caused disagreement. Thierry has interpretec le ea ; 
ject of the painting on the West wall as the Last Judgment, while Der Nersessian has reac 
itas the Anastasis. 

Christ is enthroned in a mandorla of light flanked by the figures of Peter and Paul stand- 
ing on foorstools. Paul is holding an open book inscribed with Romans 2:16, a clear ref- 
@rence to the Last Judgment. Below Christ, two large angels hold open scrolls. Further 
‘down, a great many figures rise out of their open sarcophagi. Two of the figures are iden- 
tified by inscription as Adam and Eve. The presence of the protoplasts rising out of sar- 
Gophiagi has led Der Nersessian to identify this scene as the Anastasis. On the contrary, the 
"Fest of the iconographic and compositional details have led Thierry to recognize a Last 
ment whose closest parallels come from the Bamberg Apocalypse. The comparison 
‘monastic church in Soviet Armenia to such a characteristic western product is fur- 

bated by the text of Stephen Orbelian, archibishop of Tat’ev, 

took part in painting the church in the tenth century."!7 
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the anonymous dead on fol. 44° of Vat. gr. 75 









































nse suggests a clear line of 
Adam and 





ant, though their clarity is 


hemes tilts in the opposite direction in the case of the 


who wrote in 1285 


6, Eviangiles avec peintures byzantines du Xe 







1977), 93ff., pl. 252, figs. 63, 64. N. and M. Thierry, 
“Peintures murales de charactére occidental en Ar- 
ménic: Eglise Saint-Pierre et Saint-Paul de Tatev (dé- 
but du Xe siecle). Rapport Préliminaire,” Byzantion, 
38 (1968), 180-242, esp. toaff. 


Lian Annénien (Geneva, 9 Thierry, op. cit., 181ff. 
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As far as is possible to 


Judge from the publishe, 
right. The scheme of Christ enthron Published phota 

















the angels with the unfolded Scrolls, ere Ene 
characterize examples of the Last Judgment as Pi 

inclusion of Adam and Eye among the rising dene Aiistair.""* On t 
theme of the Anastasis, which sometimes ncametc dene a cone 


ief on the side of a small iv 
Painterly group of the tenth cent 
derfoot while raising Adam, 7 
onographic particulars makes this 
Chapel of the Forty Martyrs in S, | 


dead to a major theme. 

This is the case with the Anastasis rel. 
(fig. 57) classified by Weitzmann in the 
ter, we see Christ trampling Hades un 
together with the compositional and ic 
descendant of the one decorating the 
This traditional image is flanked by fo 
suppliants larger in size than the centra 







































» are NOt a tertiary motif appended to ti 
stasis but a vital and prominent part of it. The partly surviving inscription aboy 


mentions the opening of the road to Paradise for mortals through the Anastasis. 
eight anonymous dead, whose inclusion supersedes even that of Eve, appear to: 
material witnesses for these words, or candidates for the promise. 

The pictorial prominence possible for the anonymous dead in images of the 
coupled with the inclusion of Adam and Eve among them, testifies at least to an 
to incorporate a reference to the Anastasis in the “frankicized” image of the Last 
which decorates the West wall of the early tenth-century Armenian church in Tat’ey 

Both fol. 44° of Vat. gr. 752 and the church in Tat'ey exemplify the kind of icon 
hybrid which could result from the interplay between the Anastasis and the 
ment. The west wall of the church of $. Maria Assunta at Torcello, which ist 
Byzantine mosaicists, also integrates the two scenes although ina different way 
The upper part of the wall is occupied by the representation of the Crucifixion, 
the Anastasis, dominated by an oversized Christ. The Anastasis zone is f 
similarly oversized archangels, dressed in the loros and standing in strict frot 
mediately below comes the multizoned Last Judgment. The arrangement of t 


= 
"* Brenk, 107ff., figs. 7-9, pls. 30-33- ur, La chronologic relative des 
‘~ Weitzmann, Elfenbeinskulpturen, 11, no. 24b, DOP, 30 (1976), 245-345. M.. 
* Ibid., BPOTAN ANAPXHN OYPANOSPOMON AABON. Assunta: tl completamento. 
The inse ription, which originally ran around all four 1 muni della grande naYaES 
sides of the ivory casket, begins and ends in the mid~ — ¢ributi (Rome, 1979), 7-18. 
dle of the other long side of the casket, This side the surviving ¢! 
reads: ETON KEKTHMENON +O MHMEP.. ATP, Itscontin- with othereasterm: 
“ation on the two short sides does not survive. ply demonstrated 
"IL Andresscu, “Torcello. 1, Le Christ inconnu, delivered during 
4, Anastasis et Jugement Dernier: tétes vraies, tétes in May 1978. 4\ 
fausses,"* DOP, 26 (1972), 183-223. Idem, “Toreello. 2 
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rucifixion-A 


n. Mortthe Last Judgment is perfectly at 


Vi. THE EAS 


ic 
al ways. Although the sequence 
" el ofa church is not commo 


is-Last Judgment is unique. On the other han a 
: A 

on the west wall of a church. sorte figures of Chest in 

} cenes and 0! é isible, placed high up 

eee Sati: The Crucifixion 's the least se & a seo 
er important aspect of the le ugal in its presentation of Christ, ce ad ayaa 

ae ae fee seks ier Below the crucified Christ t - : A isae 

tes i ; a effect. 5 

Christ, Thi ‘a Ft cricnce Se ulliatits the two scenes as and € 

Christ. This familia ane 

‘usual balance of this pictorial sequence !s upset by Si OS dh 

dominates the west wall by his size becoming the focal p 


e-ame the Anastasis zone. Their 
; 4 ‘ved by the two archangels who frame the Anas ee 
shift in focus is emphasized by h their relationship to the figure of the risen Christ 
se 


ones ait Pee cinvgits occupy the full height of the Anastasis register just 
through formal means: angel 
as Chast does. But, unlike Christ, they stand motion 


ae “ their insignia. : 

ali i the orb and a standard as RN 

tality, Pvestcrs Seni with Christ while their attitude dissociates them from him and 
Anastasis zone 


the event witnessed in that zone. The archangels therefore stand as a part of the Anastasis 
‘zone, but apart from the representation il lal eae 
The greater importance of the Anastasis in the sequence og 
i e » scene is overpopulated and the importance of 
hanced by the complexity of the latter. The scene is overpop oviaaieweaet 
its actors is graded by their size. The Baptist, who stands apart, pointing Christ ou : 
beholder, comes second after Christ and the archangels. Adam and Eve are the same size 
as the Baptist, while David and Solomon are slightly smaller. Even smaller is a group of 
mien standing behind the Baptist. Finally, the diminutive anonymous dead and the tiny 
figure of Hades appear in the lower part of the scene. The extensive use of an elaborate 
design simulating the marble of the sarcophagi adds to the complexity of this representa- 
tion, 

The Last Judgments immediately below the Anastasis. Although it is also elaborate and 
‘Gecupies twice as much wall-space as the Anastasis, its importance is much diffused by its 
‘Multiple zones, which necessarily make the size of its actors smaller. This is particularly 
ificant for the apocalyptic figure of Christ the Judge, who is immediately below the 
d figure of the Anastasis Christ, but is half its size. The startling contrast of these 

iuons of Christ has important consequences. Christ the Judge assumes a pic- 
subsidiary to that of the rising Christ. By the same token, Christ of the Anastasis 
the physical peak, the compositional culmination of 


nastasis is common, its posi- 
r, the sequence Crucifixion— 
; 







































cause : 
figure ofthe risen Christ which 


wall decoration. The 


less and ceremoniously in full fron- 
Their size and position in the 


: the Last Judgment. As a re- 
tasis formally functions as the first zone of the last Judgment and the intro- 


: ibsequent pues: The artist therefore treats the Anastasis and the Last 
¢ OmMpositional unit. The intention is iconographically consolidated through 


eaters who ostentatiously guard the rising Christ, echo- 
attending Christ the Judge in the zone below. 


» ™ 






This iconographic type of angel is not indi 
angels pay homage to the frontal figure of Christ dis d 
50). By the second half of the eleventh century Con: 
stasis that included angels floating in the air ca SF 
Buchthal has shown in connection with the Meine ee 
the symbols of Christ's Passion stand outside the fram, nee . 
Paris gr. 550 (fig. 51) dating from the twelfth coun eae na 
Paris er. 75 dating from the second quarter of the twelfth Pipi 2. s 
open gates of heavens above the Anastasis. 3 Eastern tradition is therefore 
associated angels with the image of the Anastasis from the dearut ei. 
of Paris gr. 550, the archange : Sioa’ 
in the ieee In le see oe a 

: ances, the angels are glorifying agents, thou 
Urb. gr. 2 the open gates of Paradise discreetly add an apocalyptic dimension to 
But angels participate actively in the defeat of Hades and Satan in the western ico 
tradition, as seen at Miistair,'*4 and the Exultet Rolls (fig. 20).25 The To. ’ 
follow the Byzantine tradition in their exclusion from the action. However, 
mentality and formality are alien to the eastern image of the Anastasis. 

The type of archangel chosen by the Torcello mosaicists stands fully frontal, s 
rically Hanked by his wings, dressed in the loros, and holding a staff and an orb. 
the closest parallels comes from the angels populating the zone immediately | 
Pantocrator medallion in the dome of St. Sophia in Kiev, dating between 1042 and ro4 
The same type of dome archangel is also employed in comparably formal areas an 
texts. It frequently figures in apses, as forexample, in theleft apse in the New Tokal 
from the mid-tenth century,'? in Gelati at 1130," and Gefalu at 1148." Two; 
the same type symmetrically flank Christ in Yilanli Kilise, Cappadocia (fig. 
Christ and the two archangels occupy the western arch of the church. This 6} 
narthex, which is entirely decorated with an elaborate representation of the Last Jude 
In view of its position, the composition of Christ and the two archangels has 







































See notes 4.39, 4.41 13, 29. O. Powstenko, The Cathedral, 
Frazer, “Hades Stabbed by the Cross of Christ,” Kiev (New York, 1954), pls. 38) 3 
fig. o. standards held by the archangels 
* Above, n. 4.31. L’exposition Charlemagne, nos. back co the Archangels Michael 
638-661 with further bibliography. A good color sented on the face of the tr m 
Photograph of the representation of the Anastasis at nare in Classe in Ravenna and 
Miistair appears in J. Hubert, J. Porcher, W. F, Vol- century. Volbach, Early Chi 
bach, L’Europe des Invasions (Paris, 1967), pl. 1668. = Restle, fig. ise : 
Avery, The Exultet Rolls of South Italy, Gaeta me Lazarev, Stora, 2196 
Cathedral, Exultet Roll no.2 (pl. 36.5). Gaeta Cathe= +» Demus, The Mos 
dral, Exultet Roll no 5 (pl. 39.4). Montecassino, ‘ 
Badia, Archives, Exultet Roll no. 2 (pk 68.12). 
Rome, Bibl. Casanatense 724 8 13 (pl. 120.5). Vati- 
can, Bibl., cod. lat. 9820 (pl. 137.5). 
™ G.N. Logvni, Sofia Kievskaia (Kiev, 1971), pls. 
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should be considered responsible for t 


, their choi ental companions © n ‘ 
er cnension ds the normal interpret 


Jatter an apocalyptic dimension that trans' 
x and succeeds in presenting the Resurrect 
Judgment. 


The intention to use the archangels as 


> dragon trampled by the angel on the viewer's right. Alt 
day seems to owe a lor to an important mid-ninet 


related engravings, which predate this restoration and were woolly 
rt of a monster in the same place (fig. 60)."** Beyond 


-dreeseu, indicate the head of some so 
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costume, and attr! 
n such explicit apocalyp 
of Christ as ¢ 
hy of the Last Judgment 1s 
e of Torcello, the 
to present these two ¢ 
he addition of these 


that of the Anastasis is not. In the cas’ 


cen 
ion as a prelude 


an apocalyptic ret 
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rthex and acting as 4 prologue to the 
ibutes of this iconographic 
c contexts. This type is at 
he Pantocrator, as the Logos In- 
familiar with the type, 
proximity of the Last Judg- 
hemes as a continuous unit 
angels to the Anastasis. How- 
fthe rising Christ superimposes on the 
ation of the Anastasis 


and a complement to the Last 


ference is confirmed by the 
hough the fanciful dragon seen to- 
eenth-century restoration, three inter- 
recently published by An- 


standing guard to Christ of the Anastasis, the angel to the right was apparently used to 


represent the theme of Michael 


trampling on the dragon, known from western works of 


the early ninth century." So the Anastasis zone also illustrates the defeat of “the great 
it - 


- , © As Andreescu has shown, both archangels, as 
___ they stand today, are works of the restorer Moro and 

te from the mid-nineteenth-century restoration of 

je mosaic. A contemporary document she published 

Says that the angel on the right was ina very bad con- 

‘dition and was entirely reworked by Moro on the ba- 
“sis of a scale drawing first approved by the Academy 

of Fine Arts [I. Andreescu, ““Torcello, im, La chro- 

‘nologie relative des mosaiques parictales,” 285f.; Ap- 

pendix a4, 268ff. Idem, “Torcello, 1, Le Christ in- 

now. i, Anastasis et Jugement Dernier: Tétes 

, tétes fausses," 200, 203]. The extent to which 

Work was faithful iconographic copy of the 

lic may be partly controlled by three en- 

lat-are closely related and date from 1827 

Ro RHar ee mticn (idem, 

Mgs. 34. and 35 forthe engravings dated 

3 for the engraving dated May 19, 

an immediate relative of the pre- 

‘6 Moro restorations took place be- 

“ince “Torcello. 1m,” 266). 

us that the Moro angels are 

Copies of the mosaics 
that the stafts of the 


original angels did not culminate in trisagion panels as 
they do today. Therefore, the trisagion vexilla were 
probably the result of Moro’s work. All three engrav- 
ings show the head of some sort of monster under the 
fect of the archangel to the right, where Moro later 
placed his fanciful dragon—apparently an adapted 
version of the original monster. The change may be 
due to Moro's efforts to save on the gold tesserac, a 
factor which affected to an extent the size of the arch- 
angel to the right as well (ibid., 270f., and n. 68). In 
“Torcello. 1,” 200, Andreescu suggests that there was 
only a suppedaneum under the feet of the angel to the 
right originally. Nevertheless, one of the 1827 en- 
Bravings along with that of 1853 clearly outline the 
head of some sort of a dragon next to the archangel’s 
right four. ‘ 

' Goldschmidt, Die Elfenbeinskulpturen aus der Zeit 
der karolingischen und sachsischen Kaiser, 1, no. 11. L'ex~ 
position Charlemagne, no. 522 for the Leipzig ivory of 
Michael and the dragon dated ca. 800. For the fresco 
of the Cathedral of Notre Dame, Le Puy, see Demus 
and Hirmer, Romanische Wandmalerei, pl. 38. For 
other examples, see Brenk, 210, who also discusses 
this theme and postulates an early Byzantine model 


THE THIRD TYPE OF 


dragon. . . the old serpent, ca Fl 

Pea ee pent, led the Devil, and satan 
y Archangel Michael, according to Apocal 

however, placed the staff uselessly in Micha fe 

re, Fits h te el’'s left hand, 

instead of its head, as Andreescy observed. M4, 

: : f ; 2 or 
using it. He stands immobile oy = eee 

shich now end inted an he dragon, holding the orb and the 
which now ends to a pointed lance. According to th, is : 
sagion vexilla were one of the restorer’s dubi 3 SBIstestoneuay 
iia be 10us contributions to the: 
same may be true of the lance at the end of th . 
an hig themes = ¢ staff. In any case, the staff’ 
weapon. Itis therefore possible to prove that this type of i tag 
an established iconographic unit. Rather th . Rate d'the ¢ 
The presence of the dragon adds an in con ith pt sities 
: nportant dimension t iconogra| 
the Anastasis by illustrating the simultaneous defeat of tee Ab 
i We cat of Hades and the Devil by 
his angels. Western iconography often preferred to distinguish Hades from 
representations of the Anastasis. Similarly, it encouraged representation of the a 
ticipation in the siege of Hades."4 The East expressed no interest in either of 
connection with the image of the Anastasis. However, the Anastasis at Ti 
: : : Por 
gests—even if only nominally—the distinction between Hades and the Devil, as 
angelic contribution to their downfall. The iconographic vocabulary at Torcello 
tine, though its synthesis aims at the satisfaction of a western pictorial tradition. N 
over, the unavoidable parallelism between the respective victories of Christ and h 
angel confirms the mosaicist’s intention to add an apocalyptic reading to the Anas 
So stress the thematic affinity of the Anastasis and the Second Coming. 

The monumentality and compositional importance of the rising Christ for both th 
stasis and the Last Judgment is reinforced by his oversized guards. The archan 
cessfully emphasize the apocalyptic nature of the Anastasis through their iconog: 
associations and through the addition of the dragon under Michael's feet. The 
thus suggests a continuous reading for the Anastasis and the Last Judgment, i 
the two scenes as complementary and interconnected manifestations of Christ 
deeming Judge 

Consequently, the traditional pictorial alignment of the Crucifixion and 
tion as a cause-and-effect reference to the Passion and Redemption is amene 
expanded to include the final Redemption. But the focus of the west wall is 


te 


) Andreescu, “Torcello, 1," 200, correctly pointed — dreescu, loc. cit. s also pointed 


out that even if the archangel’s staff was originally : 

meant as a lance, it could not have been functional, - Oneid mistakes is 
since it is pointing at the dragon’s tail rather than right is identified as Gabriel, 
its head. Andreescu understands this to be evidence of been identified as Michae 
Moro's restoration, while here it is attributed to the these irregularities. 

work of the eleventh-century mosaicist. The three o# For the disti 
nineteenth-century engravings do not help us deade 

this matter conclusively, as the lower part of thearch= 

angel’s staff is lost in the plumage of his wings. An- 
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e forall mankind. The coordi- 
f the doctrine of 


V1, THE EAST IN THE NINT 


as the 
le the Anastasis is projected, aS ain # 
[as the historical antecedent and pre 4 Resta 
therefore interlinked on the basis oft i he 
rion, now for the protoplasts and at ne svoeosmic review © 
: ee 
of these two themes effects a micro- 


Jo os eee themes of the Anastasis and the Last Judg- 
range of possible inte! 


4 A e peaks at Torcello, showing that 
the basi tic identity of their messag Pp ‘ ere medica 
ment on the basis of the seman om which interpreted fing conepraphy axau 
i i of Anastasis, : ' 3 re Lee : 
a i Bernas from the Passion, also spre ad to the other icono 
apocalyptic proto-Ju' 
graphic types of this image as well, 
~The third type of Anastasis never atcaince alae 
i imarily through manuscript Humming se 
aes, The ra Scahers memories inherent in its abstract hierarchical 
decoration. The 
scheme variety of confusing or unor’ 
a ees vee sly supplanted by more reasonable alternatives in Middle By- 
‘zantine art, So it is not surprising that the th ' 
the first and second types whose message was both clear and concrete, 
narrative character made for more flexible use in the context of christological and feast 


cycles. 


































d the popularity of the first and second types. 
jon and not at all through church 


thodox pictorial hybrids. Such sources of 


ird type of Anastasis was less in demand than 
and whose pseudo- 

































The tenth-century iconography 


of the Anastasis rejected the extremism 1 of 
Il as any radical censoring of the imag 
first type became predominant, with the modifications taken on in the cout 


with marginal miniatures, as we 


century, plus a few more. 


¢ ‘hrist advanced toward Adam either to the right (in the Old Tokali Kilise, 
to the left (in the Leningrad Lectionary, Public Library, Cod. gr, 21, fol. rn 
holds the old-fashioned scroll and is enveloped in a mandorla of light sometis 
(on an icon at Mount Sinai, fig. 63). He lifts Adam, who is an old man 
schematized shallow sarcophagus, which is also sometimes omitted (in the Old Ti 
lise). Eve stands ignored behind Adam, raising her hands in supplication. The 
ally takes place in the upper part of the tenebrae, whose chasm is at times 
hills and rocks (on the Sinai icon and the Leningrad Lectionary). The 
Hades are sometimes included (in the Anastasis miniature in the S. Amibs 
lection A.s. 502 in Ettiswil, Switzerland, fig. 64). As for the overthrown lo} 
world, he is either related to the muscular ancient god of S. Maria Antiqua 
grad Lectionary) or to the sinuous prostrate figure of S. Clemente Il (in the © 
Kilise). But the personification of Hades may also be omitted (on the Sinai 
miniature in the Amberg-Herzog Collection). Whenever present, Hades. 
tered, asserts the power of Death over Man by holding Adam's foor with on 
both hands (in the Old Tokali Kilise). King David and King Solomon are 
increasing frequency, though their presence is not yet indispensable (on, 
are omitted). They are usually represented in bust rising out ofa sarcop 
of showing them in full figure is also tried out (in the Leningrad Le nonary) 
tist is added (in the New Tokali Kilise, fig. 66), increasing the number of 
bers of the Anastasis cast. . : 

The tenth century thus establishes the first type of Anastasis as 
with amendments that clarify rather than alter the content of the 
the oldest type of Anastasis confirms the strength of the pasts 
expressed in its ongoing use in extended christological cy 
ical reality of the Resurrection. Here the Anastasis 1 Ti 
Christ's Death and Resurrection, which continues: 
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Jgoadds a doctrinal dimension to the 
s Sia el proof of Christ's two natures. 
views te 


ia, which dates from the second decade of 
Beene sein Gren’, are Death and Resurrection as ane 
ee prerne De rege inclothed Crucifixion, a loinclot ec 2 eposi- 
ons  ideween rn Angel, and the Anastasis (fig. 61).2 Com- 
re Deposton in Paris gr. 510, the Old Tokali Kilise shows 
le 
Beste loxroprephic development h Jy integrates the last three scenes by manip- 
‘Christ's hands, Moreover, the artist Seacagen : asses the iconographic problem of the 
ulating the ancient theme of Christ's tomb. le sere Entombment. The funeral cortége 
‘tomb hewn in the rock by omitting it in the scene Bey fciesvith che Angel, who 
Siatesd leads directly to the scene Be vicied “the tomb” and contains the unfolded 
ee Se 2 aes lk lean aati A Thus the problem of two differ- 
; in as evidence o} 3 £6 ip Bahl He. 
| a of tomb is glossed over. The al s,. my 7 Sep a ; 
the Anastasis and the Myrophores, since it also serves as the ia ‘ Bu oat 3 : a 
Solomon, who emerge from its flattened top, their jewels matching those of the tomb. As 
@ result, the Entombment leads to the Myrophores and the Angel who points past the 
tomb to the figure of Christ in the act of Resurrection, tying all three scenes together. So 
While the Road to Calvary leads to the Crucifixion and the Deposition, affirming the vul- 
nerability of Christ’s human nature, the Entombment leads to the Anastasis—proof of the 
inevitable victory of Christ's divinity. 

A comparable preoccupation with the iconographic development of the cycle of Christ’s 
Death and Resurrection is shown in the Cavusin Dovecote, also in Cappadocia, dated 963- 
964 (fig. 65).* Its christological cycle contains two representations of the Crucifixion. 
Christ is loinclothed in both, his face destroyed.‘ In the first, his body is upright, in the 

~ second slumping. The unavoidable conclusion is that Christ was represented as alive and 
dead on the cross in two consecutive scene 
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ng pictorial vocabulary. Thi 
ion of the Resurrection, since it re 





by representing Mary’s loving embrace of 
ere 























8, which is unprecedented. The subsequent de- 


—' The Old Tokali Kilise has been convincingly 
dated Thierry in the first quarter of the tenth cen- 


TO MNI/ MA.” The scene of the Myrophores on 
the reverse of the Martvili triptych, which belongs to 
the same iconographic recension, appears to be la- 
beled “o Tasoc.” Tschubinaschwili, “Ein Gold- 
schmiedetriptychon des vi.—1x Jahrhunderts aus 
Martvili," 83, 86 

‘Jerphanion, 1.2, s20ff. For the date 523f., and 
529f, For the distribution of the christological cycle 
s2sff. Fig. s9is particularly useful for the understand- 
British Archaeological Associa. ae at ae layout of the cycle For illustrations and 
erphanion, 1.1, 263. Restle a also Restle, m1, no. 26, figs. 302-329 Color 
; a color illustration, Photographs in Giovannini, op. cit., figs. 65, 66. For 

ion, aview of the narthex, S. Kostoff. Caves of God (Cam- 
bridge, 1972), pl. 40. * Restle, i, fig. 310 







rchaic Group of Wall Paint- 










padoce (Geneva, 1971), 
Restle, u, figs. 77, 92-95. 
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piction of the Deposition Stresses once more the them 
countered in the Old Tokali Kilise. The viene 


pictorial scheme better known from later mony 
i i ] um '. y ne 
at Aquileia. The mid-tenth-centur ents, such as | 














over Christ's dead body.? This artist also feels 
hewn in the rock, which is here replaced byac 
ground. The subsequent Myrophores and th 
interest. * 

The interest of the tenth century in develo: 
Christ’s Death and Resurrection reaches an i 
Cappadocia, a close relative 
area of the apse (fig. 66 


uncomfortable with tJ 
‘omplex architectural stru 
¢ Anastasis are of no sp 
































ping the potential of the 
2 mportant peak in the New 
of the Cavusin Dovecote, by virtue of its po 
). In this case the function reserved for the scenes of the: 
Deposition, Entombment, Myrophores, and Anastasis is more important th: 
nography, as we shall soon see. As in the previous instances, the message o} 
realized in the context of the cycle of the Death and Resurrection. 

A different sort of peak is reached in the treatment of the Anastasis in the church | 
Barbe at Soganli, Cappadocia, dating to 1006 or 1021 (fig. 67).? Here the is © 
the sole reference to the subcycle of the Death and Resurrection at the end ofa chr 
ical cycle, even to the exclusion of the Crucifixion. Significantly, the Anastasis- 
trasted to the representation of the Nativity, which precedes it. The dogmatic fun 
the Anastasis as a reference to Christ's divinity is thus underlined by contrasti 
to that of the Nativity, which is invariably a reminder of Christ's humanity. 

Christ’s movement in the Anastasis toward the bema and the location of the in 
mediately before the bema arch make it a prelude to the apocalyptic vision of Chi 
shiped by the prostrate figures of Adam and Eve, which decorates the apse of 
lhe protoplasts of the apse are already admitted to the sphere of the divine, 
pear above the evangelists, in the same zone as the Matestas Dotini. The ine 
parison of the protoplasts’ status in the scenes of the Anastasis and the! aies 
be accidental. It emphasizes Christ's divinity in both instances and confiems 
as a proto-Judgment. The decoration of the bema arch helps define the li 
two neighboring scenes. It shows five medallions of which the central on 
theme of the light, which is important both to the representation of the A 


° Restle, um, fig. 309. R. Vailland, Aquilée et les ori- * Restle, ut, ere 
Sines byzantines de la Renaissance (Paris, 1963), uff. hapines ce 
fig. 9. O. Demus and M. Hirmer, Romanische Wand- figs. bape 3 
malerei (Munich, 1968), pl. 27: 3 pect at | 

’ The role of this iconographic type of Deposition 
in the making of the iconography of the Lamentation 
ver Christ's dead body is not usually discussed. 
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a b Paiver Naor, and 
: : ing for Pas Xpuorov wea et age 
nini, with the sige cores he aes This is flanked by the medallions 
“The Light of Christ Shines for Every’ f the two kings standing in three- 


and Solomon, echoing the twin portrait o holding cross. TWo more 


js, each 
Jength behind Christ in the SF piaat bem arch. These are the portraits 
‘ the tri 


ions complete the decoration © age flight and fire. The bema arch and the 
i i ns of lig’ ere 

0 ia ay a toc raphe component ofthe Anastasis, reinforcing its 

na apse thus include pr’ ¢ 

“close relationship to the apse decoration. a 
Sane ae os Jee even to the detriment of the repre- 

the subeycle of the Death and Resurrection 

sentation of the Crucifixion. Its pairing wit 
‘ture of Christ. Its use as a prelude to the Maiestas 
of salvation in this manifestation of Christ's divine ene 
stasis is therefore related to the efforts of the Middle aye 
lyptic dimension to this iconography, an aspect already ex 
third type of Anastasis. 
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th the Nativity allows it to recall the divine na- 
Domini in the apse underlines the message 
rgy. This interpretation of the Ana- 
Byzantine period to add an apoca- 
amined in connection with the 


Aspects of tue LiturGIcal IDENTITY OF THE ANASTASIS 


Beyond the traditional interpretation of the Anastasis as an affirmation of the historical 

' reality of the Resurrection and as dogmatic proof of the divine nature and energy of Christ, 
the tenth-century sanctions this iconography as the liturgical image for Easter. The litur- 

’ gical overtones attached to some ninth-century examples are distilled and take on a distinct 
¥ ‘identity commonly referred to as a feast image. Case studies illustrate various aspects of 
the development of the liturgical identity of the Anastasis in the course of the tenth cen- 

A Tury, some of its new limits, and its relationship to the earlier interpretations of the image. 


The New Tokali Kilise 


New Tokali Kilise is an extention of the Old Tokali Kilise and dates from the middle 
tenth century. Here the cycle of the Death 


: and Resurrection as a whole helps artic- 
Statement far beyond the message 


sic : of each of its scenes (fig. 66). The importance of 
erate STucitixion is enhanced by its singular choice as the primary decoration of 


' ee takes Place against a brilliantly blue sky below a semicircular section 
ae distinct shades. Two angels hover above the loinclothed and 
: » Who is flanked by the two thieves, John, the Virgin, Longinus, 
4, 315, pls: 187.1, 191.2. Restle, i 


Kostoff, Caves of God, 211, 216f. For illustrations: 
lerphani yen Pe Fo =roasGion 
297ff. Cormack, “Byzantine Jetphanion, pls. 70-94; Restle, u, figs. 93-123; Gio 


vannini, Arts de Cappad, fic. 
ic Group of Wall Paintings." le Cappadoce, fig. 38 
cri apropos des pn. " Restle, n, fig. 117. A. Grabar, Martyrium (Paris, 


1946), n, 
REB, 26 (1968), 360 46), 1, 273m. 1. 





function. It serves as a synopsis of 
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and Esopos. Moreover, the centurion and his co; 
veil rent asunder, are on the right, and o 
asu 4 n the le} 
of the Virgin. The scene is completed with a eae : 
The frontal portrait of St. Basil is immed, damit 


: lately by € 
scenes of the cycle of Christ’s Death and Recmnecteeneae 
chronological sequence, but rearranged around St Basi i the see 


ment to the right of the saint, the Anastasis and the Myrophores to hi 
the traditional sequence—Deposition, Balortiina ae ti 
turbed so as to make a new reading. This is governed 
the apse, which places the Deposition and the Anastasis closer to the cent 
apse, giving these two scenes precedence over the Entombment ain eee 


is an instance in which the cycle of Christ’s Death and Resurrection appears: 
tightly rearranged along hierarchical lines. ~wae 


From an iconographic and compositional point of view, 
5 
osition practically reverses the one at Cavusin. 














































the representation of 
vps '* The Virgin placing her ch 
Christ's face is now on the left, reinforcing the centrifugal reading of the apse 
the eye to the scene of the Entombment to the left. In the scene of the Entombment, Ch 
is laid in a sarcophagus instead of being carried into the tomb hewn in the rock. | 
on the right, is a structure with a conical roof similar to the one in the ninth-century 
ters with marginal miniatures, which combine this type of tomb and a sarcopl i 
context of the Bodily Rising of Christ. The same type is also encountered in the 
of the Holy Apostles at Sinassos, Cappadocia, dating from the first quarter of 
century, together with the Old Tokali Kilise. The laying of Christ in a sarcopi 
scene of the Entombment in the New Tokali Kilise and the expression of Ma 
grief in the scene of the Deposition foreshadow the emergence of the theme of d 
entation over Christ's Dead Body in christological cycles. “ 

The Anastasis, figuring on the other side of St. Basil, takes precedence over: 
sentation of the Myrophores. It is of the first type and of the greatest interest, ev 


which recalls the section of heavens above the Crucifix. David and Solomon 
him, while “John the Forerunner” stands in front of him. Though only th 
figures survive, it is apparent that Christ seems oblivious to all three. Joh 
enters the iconography of the Anastasis for the first time. ee 
Significantly, the label ‘‘Anastasis,” which usually accompanies this 1 
tuted here by Ps, 81:8: “Arise, O God, judge the earth.” As we have: 
Psalter uses the third type of Anastasis to illustrate this verse, the <i 
duced the theme of the Resurrection during the celebration of the: , 
Saturday." Unlike the Chloudof Psalter, the New Tokali master 
81 to label the image of the Anastasis, reversing their roles and 
‘ 


ss Restle, 1 figs. 117) 119 


' Jerphanion, pl. 85.3- 
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VII. DEFINI 5 a comment on the liturgical 


inter to the liturgical content of the image. 
inte! 


1 vi e evidence of how feast 
f id image consrirute aluable i -\ ide 
iti tan 
ransposition of roles of tex 


iturgical message of the 
Psalter, the liturgical m. 
‘were consolidated. In the case ae the New Tokali Kilise, the litur- 
i ction with the text 


eben tion of Ps. 81:8, and partly on its noms ‘3 the 

message partly relies on the oe rath and Resurrection. In both Rass, t f itur- 
the context of the cycle Se th the help of one or more external fac tors. ' 

~ gical message of the image Is ie Anastasis with the liturgical celebration of Easter 

The association of the New Tokali aire Pe atite liturgical identity of this repre- 

through the inscription of Ps. §1:8 on fohists Death and Resurrection stipulates that the 

sentation. Its importance to the cycle o! eeiiacyde, which here transcends its narrative 


4 r rt fro’ : (2 ae 
an, eas se ae ern church establishes the liturgical considerations goy- 
value. Its positioning i 


rf ering the arrangement of this ensemble. } 
3 The Crucifixion above the altar becomes a 48 om 
rifice, whose reenactment is the celebration a4 e wi a. cention He 
of Jeremiah, on the left face of the bema arch, proves this eee 
: gestures toward the Crucifixion and says through the Eetaption r 2 aes 5 
likea (harmless) lamb that is brought to the slaughter; and I knew not that t pry MACOS 
devices against me saying. Let us destroy the tree with the fruit it bears” (Jer. 11 19).17_ 
The magnitude of Christ's sacrifice is further emphasized by the illustration of the full 
extent of his humiliation in the scenes of the Deposition and the Entombment below the 
‘Crucifixion, on Jeremiah’s side of the apse. Both scenes demonstrate Christ’s Death ac- 
‘cording to the flesh, certifying his perfect human nature. At the same time, the corre- 
sponding scenes of the Anastasis and the Myrophores, on the other side of St. Basil, testify 
to the cancellation of Death and its total defeat through the resurrection and redemption 
of mankind in the person of Adam. These two scenes form a balancing reference to the 
perfect divinity of the Logos Incarnate. Once more, this is verified with the help of the 
prophet on the side of the bema arch next to the Mryophores. Ezekiel, who corresponds 
to Jeremiah, points away from the apse toward the nave and the faithful holding a scroll 
Inscribed with Ezek. 37:1; “The hand of the 


So the earlier function of the iconography 4 


h text changes, The text is now # pol 


































ntinuous reminder of the prototypical sac- 
arist on the altar below. The figure 


Lord was upon me and carried me out in the 
it of the Lord, and set me down in the midst of the valley which was full of bones.” 


early as the third-century Synagogue in Dura Europos, Ezekiel’s vision of the valley 
panes Was understood as a reference to the rising of the dead. Therefore, the quo- 
ertifies the message of the Myrophores and the Anastasis on this side of the bema 


torial and verbal means, 
the humiliating Death 
tS two natures as th 


the Prototypical sacrifice of the Crucifixion is ana- 
and the tedeeming Resurrection of Christ corre- 
€ instruments of the purpose of this sacrifice. The 
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catalyst of this elaborate apse arra 

theoretical branch of theology. 
Jeremiah’s prophesy inscribed 


ngementis the litur; 













































19:23-27, both of which deal with the circumstances and | 
cross. Furthermore, the Prophesy of Jeremiah follows ne: portant 
kpepmarat éri EdAov,”’ which reviews the Passion and iene the 
larly, Ezekiel’s vision is used as the Old Testament reading for the Holy § 
era Ocation to Christ to save man and render him immo ‘ 
to Hades. The invocation closes with the reading of Matt. 27:62-66, the 
the account of Christ's Resurrection.*° : pies 

Other aspects of the arrangement of thi 
scenes dealing with the Death and Resurrec 
becomes the focus of the lower zone. The 


It comes after an iny 


St. Basil, and its use as a physical barrier between the two Burial and the two Re: 
scenes, 1s appropriate for various reasons. His presence here complements the o 
torial references to the liturgical celebration of Easter, since the liturgy of St. 
on Holy Saturday.*! Secondly, St. Basil occupies a position of honor in this ef 
also includes an interesting life cycle of the saint.* Furthermore, his presence is ap 
ona local level. Basil was born in Caesaria, not far from Goreme, home ofthe B 
Kilise, and was one of the principal organizers of monasticism, which was so. 
Cappadocia. His position in the center of the apse is also important from a formal 
view. It enhances the upward vertical reading of the apse: from the altar, the | 
priest and the bishop's throne below the representation of the saint, to St. Basil w 
the liturgy, to the figure of the sacrificed Christ on the cross, to the section of f 
above Christ's head, to the medallion ofan angel, and finally to the scene of the. 
sion.*? The major contrast of the Ascension to the Crucifixion would be firstta 
attention of the faithful who entered the New Tokali Kilise. This contrast 
different manner the theological truth expounded much more elaborately 
The church's program of decoration converges in the apse, on the Cruc 

analyzed in several complementary ways: historically as Death and R 
cally as Holy Friday and Holy Saturday, and theologically asa summary of 
ical doctrine of Christ’s two natures, The ultimate aim of this comph a 
Cise is, as always, to affirm the doctrine of redemption, which is un 

'° Triodion Katanyktikon (Rome, 1879), 6991 nave (Jerphanion, an L 

* Ibid. , 734ff. 

* Ibid., 760. Bertoniére, 189. 

* Jerphanion, 1.2, 348ff, No fewer than three por- 
traits of Basil figure in this church. Ibid., 322 


» This sequence is in fact interrupted by a series of 
Portraits of clerical saints who are not visible from the 
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a into Hades for us, and apparently, 
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ction of the dead. This is confir 
; though surviving only in part ‘con : 
ble images how the dead Christ ru 
he effected the Resurrection of the “saat as vt 
ie cycl Resurrection 

e cycle of the Death and 


; Jogical sequence is compromised me =, = iced 
tiple message. Its Eee intel and mental axis ofthe apse. This 1s determine 
ierarchical lines aroun 


oF d establishe 
: a1 the bishop's throne, and the altar, and establis hes 

yy the Crucifix, the figure of St. Basil, the | was foremost in the mind of the master of 
= fon 


i rT i ra * . “4 m 
‘that the liturgical dimension of this eects of the incorporation of tangible liturgical 
the New Tokali Kilise. This is then an ex The minor compromise of the chronological 
eens program he gist by the emergence of a new principle and 
; of the christological narrative 1sJ8 ~ the acts of worship performed in the 
Sitegnity ; the acts of worship p 
‘system of decoration, which actively enhances 
church. 
In this context, the Anastasis plays more 
the divine nature and energy of the Logos i 
taining i ological level, it pre! : 
eee 9 PH OE h the inscription of Ps. 81:8. Finally, on 
as a Judge at the time of the Last Judgment through the inserip i 
ee it is i i inked with the annual celebration of Easter. Concur- 
a liturgical level, it is inextricably linked wi a oo ; 
rently, on an everyday liturgical level, it is a reminder of the promise of salvation, part of 
, ° : aiven : 
the reenactment of Christ’s sacrifice in the mystery of the Eucharist performed regularly 
on the altar below. : 
The figure of John the Baptist encountered here for the first time, also plays more than 
‘one role. Homiletical and apocryphal literature had associated him from the earliest times 
‘with the story of the siege of the underworld.** His well-documented presence—for in- 
Stance, in the Apocryphon of Nicodemus—offers the historical justification for his inclu- 
sion in the iconography of the Anastasis. Other Old Testament personalities are also 
Prominent in the various accounts of the defeat of Hades, but they remain unidentified 
even in the more elaborate version of the Middle Byzantine image. Consequently, the 
Presence of the Baptist in Hades at the time of the Resurrection does not fully account for 
his exclusive eponymous selection above other prominent prophets, such as Isaiah. More- 
the idea that the presence of the Baptist was only intended to enhance the narrative 
Story is discouraged by the late date of his addition. 


only the head of the Baptist survives in the New Tokali Anastasis, he was prob- 















adjustments to achieve 



































than one role. On a historical level, it affirms 
carnate, as well as its importance for the at- 
figures the Second Coming of Christ 





onal The relevant part of the ¢arth. For example, a homily attributed to Eusebius 

u ates overthe West walldoor of Alexandria is entitled De adventu Joannis in infer- 
xu ; BY ua aes els “Adov num, et de ihi inelusts, PG, 86.1, sooft.; also in Spicile- 
7° Acti gittm Romanum, A. Mai, ed. (Rome, 1843), 1x, O88ff 
md asserted from earliest and §. Der Nersessian, “An Armenian Version of the 
Preceded Christ and preached ae 


Homilies on the Harro ving of Hell,"* DOP, 5 (1954): 
world ashehad done on 2034 ce 
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ably raising his right hand ina ¢! 


fourth fingers while the two remaining fingers poj 
Anastasis which include him show hj ’ 


the sixth century, the gesture is an i icon 
pointing to Christ as the sacrifiil era ae rename 
Ravenna, where the Baptist holds in his 
find it on the sixth-century icon of the Baptist in Kiev 
of Christ above, while the scroll in his left hand quotes 
which taketh away the sin of the world.” The Baptist holds aiscpall 
while pointing to the redeeming figure of Christ in the idiosyncraticillu: 
stasis in the twelfth-century illuminated Homilies of John Kokkinobaphos 
traditional gesture of the Baptist usually included in the image of the An 
to interpret his presence as a reference to Christ-Amnos in the Anastasis 
the Crucifixion in the New Tokali Kilise apse, and above the altar (where the: 


bread, also called “amnos,” is deposited during the service), is well in tune w 
gical spirit dominating this pictorial program. 


John the Baptist is also identified with the litur 
different way. An allusion to the mystery 











haracteristic gesture, 











hol 


























gical identity of the image, 
of baptism is inherent in any image of 1 
tist. We have already mentioned the dominant importance of the baptismal them 
the first part of the Easter Vigil. The association of the mystery of baptism with th 
bration of Easter may also be partially responsible for the addition of the Baptist 
iconography of the Anastasis. Even so, the position of the Anastasis in the apse of the 
Tokali Kilise helps define the Baptist primarily as a eucharistic reference to Christ 
adding a specific sacramental dimension to the image. 


Cavusin Dovecote 


The cycle of the Cavusin Dovecote places its iconographically uninteresting 
after the Myrophores on the far left of the lowest register of the west wall) 
(fig. 65). This extensive and elaborate cycle develops in chronological 0 
table exception that puzzled Jerphanion: the scene of Baptism is taken out 
Position and placed after the Anastasis.” Thus, Anastasis and Bapeiem: | 


the two Exultet Rolls of 
from the eleventh cenetury:| 
Add. 30337- Avett 


“Volbach, Early Christian Art, 356, pl. 227. 

” Weitzmann, Sinai Icons, 1, no. B11. 

* Vat., Bibl., cod. gr. 1162, fol. 48” illustrating Ps. 
7:7. C. Stornajolo, Miniature delle Omelie di Giacomo 
Monaco (Cod. Vat gr. 1162) e dell’ Evangeliarie Urbi- 
nate (Cod. Vat. Urbin. gr. 2) (Rome, 1910). Lazarev, 
Storia, 192f., 251 n. 36. Comparably, the Baptist 
holds an unfolded scroll with the inscription “Ecce 
Agnus Dei™ in the representation of the Anastasis In 
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VII. DEFINITI 
e west wall, separa 


ond of the lowest register of th 





A We have already seen it on 
isnot unique. a ares 

etical parallelism of these “x ae Vicopisano crosses use the obverse and re- 
riated reliquaries. The Pliska an fies. 25, 26)- T0 achieve this, the Baptism is 
Sof ther lower arm forthe wo sen ing he chronological sequence of 
ead of the Presentation 1n the os and the Anastasis below on the leaf of a 
‘Similarly, a iat oan (fig. 63).” Middle Byzantine ivories also draw 
tury triptych(?) con at Mit. 


i d Resurrection. 
ial parallel between the theme of aes dated by Weitzmann in the eleventh 


~The two leaves of a triptych at Muni 


ee F , include: 
ae in, onion (Grst register); Nativity, Presentation in the 
from left to right: ’ 


7 ; epister). Lhe central panel is divided 
Temple (second register); Baptism, ee _— (lower).*! Though the 
into two registers: penciiirian (upper) i a Donbrchiat the scene of the Anastasis is taken 
triptych has not survived asa unit, there is no rei ait's Haptism. 
out of sequence, and is thus paralleled to the representatic : . ate 

‘An ivory diptych at Milan (fig. 70), dated by Weitzmann in the ‘ Meee 

sified in the Romanos group, represents on the left leaf from top to bottom: Annunciation 
and Visitation in a single panel (first register), Nativity (second register), Ba ptism (third 
register), Presentation in the Temple (fourth register). The right leaf depicts Crucifixion 
(first register), Myrophores (second register), Anastasis (third register), Chairete (fourth 
Tegister).* The scenes of the Baptism and the Anastasis are paralleled once more, though 
‘this time the chronological sequence is not disturbed. Moreover, when the diptych is 
Closed, these two scenes are designed to come face to face as they are back to back on the 
lower arm of the Pliska and Vicopisano crosses. 

The alignment of these two scenes is effected even more smoothly in the case of the 
ivory diptych at the Hermitage (fig. 71a), which has been dated at the end of the tenth cen- 
‘tury and classified in the Nicephorus group.” Each leaf is subdivided into three registers 
‘With two scenes each. The scenes read from left to right across both diptych leaves: An- 
nunciation, Visitation, Nativity, Presentation in the Temple (first register); Baptism, 
Transfiguration, Entry to Jerusalem, Crucifixion (second register); Anastasis, Doubting 
is, Ascension, Pentecost (third register). The Anast 
the Scene of Baptism without disturbing the evoluti 
iory in Leningrad (fig. 71b) belonging to the 
f f the Munich triptych.* The scenes here ar: 
ity, Presentation in the Temple (second r 
gister). The substitution of the Raising of 


5 six scenes in three registers reading 


asis is now placed immediately 
on of the cycle. 

Romanos group is a variation on 
e: Annunciation, Visitation (first 
egister); Baptism, Raising of Laz- 
Lazarus for the Anastasis, though 


Toons, 1, no. 6, ‘ : : 

|. ot Jat. ba int Ga % Milan, Cathedral Treasury, Ibid., no. 42 

1, NO, 223 "5 et Leningrad, Hermitage, no. w 13, Ibid., no. 122- 
al * Leningrad, Hermitage, no. w 25, Ibid., no. $9 
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unusual, is not surprising, since the Raising of 
of the Resurrection. 

An oil ampulla once in Berlin, 
Baptism and Resurrection might have its Toots in the pre-I 
Christ's Baptism on one face, and on the other the Crucifixi 
traditional Early Christian reference to the Resureen ion. 


In view of this material, itis unlikely that the scene of Ba tism in 
was accidentally taken out of sequence and : 

















but now lost,'s su : 


Easter, and at least as carly as the days of Egeria, baptisms took place 
reenactment of the rising of Christ during the Paschal Vigil.° The bond 
ing the early period that in certain areas baptisms were performed only 
practice continued in the Middle Byzantine period. According to the Co 
tradition of the ninth and tenth centuries baptisms were a focal pointin the 
Paschal Vigil.** After the commencement of the Old Testament ‘ 
changed to white in Hagia Sophia and went to the baptistery of the church. A 
formance of the rites of Baptism and Chrism, the joyous procession of the nex 
led by the patriarch came back to the church intoning Ps. 31, using verse 
“Blessed is he whose transgression is forgiven, whose sin is covered.” After 
entrance into the church with the patriarch holding the Gospel and a candle, | 
sung: ““For as many of you as have been baptized into Christ have put on Chr 
part of the service closed with the reading of Rom. 6:3-11 which explains the 
the association of baptism with Resurrection: “Know ye not, that so many of | 
baptized into Jesus Christ were baptized into his death? . . . Now if we 
Christ, we believe that we shall also live with him: Knowing that Christ 
the dead dieth no more; death hath no more dominion over him. - . . Li 
also yourselves to be dead indeed unto sin, but alive unto God through Jesus 
I ord 3} Py m 
On such a basis, the baptismal theme replaced that of the Resurrection in 
of the Easter Vigil. After reading Rom. 6:3-11, Ps. 81:8 was chanted: 
Judge the earth: for thou shalt inherit the nation,” marking the passage to 
of the Easter Vigil, which was exclusively focused on the theme of the 
So there are ample grounds for suggesting that the Easter Vigil could 
parallelism between the images of Baptism—the prototypical eS 
stasis—the prototypical Resurrection. The alignment of the two 
allel performance of Baptism and Anastasis in the course of the 






























 Engemann, “‘Palistinensische Pilgerampullen im ad sanctues baptism. 
F. J. Délger Institut in Bonn,” 6n, 7, pl. $36 ” Socrates, 

" Bertoniére, 6sf. Regarding the appropriateness  Bertoniére, 
of Easter for the performance of the mystery of Bap- ake 
Usm, see for example, Basil of Caesarea, Exhortatoria a 
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road to redemption for those 
40 For this reason, baptism was a prereq- 
-chael sent the risen dead to be baptized 
au hon of Nicodemus.*' Simi- 
blood and water from 
n.4? Characteris- 


Vil. DEFINITIONS OF TH 
sin and opened the 





ed the burial of the original ie 
: ascus. 
it, according to John of ta i 
mption. Accordingly, Ar! Ea in the ApocryP 
Jordan before celebrating pies was baptized in the bloc 
Pee el Paster ae inte Paradise without baptisn “i 
ide of Christ, for he could not have en ites understood the etymology of the word 
though erroneously, Anastasius Sinaites The Middle Byzantine period also 
‘baptism to mean cancellation of the original sin. s indicated by the Synodikon of the 
: tism, 3 : aes : 
§ edemption on mae . > first Sunday of Lent 
ec rovtconoctnc feast commemorating on the firs j 
Feast o} jodoxy, a 2 L 
_ ‘ » 7 “ 
the restoration of images in 843. 
itheti ination of t 
The antithetic coordination o , Peal 
a . logical, typologica . : : 
mula that seeks to icles iin = eae the door to eternal life as acts of re-creation, 
themes, Since baptism and ail could play an apotropaic role, as suggested by its use 
i. i; T a » ibe - 
SL odiiramad a Gistitnn who evoked this composite unit in his prayers for 
‘on private phylacteries, The — ntee, to which he had a right, since he had al- 
salvation invoked at the same time its guarantee, BR eg she “calling” power 
ready “covered his sin” through baptism. A comparab) erefe sy fe £ 
of this pictorial equation might have also been intended for the B 
( inai i be inferred from the presence of one of the healer saints 
from Mt. Sinai (fig. 63). This may ¢ inferre Sa ee 
(Cosmas or Damian) on the reverse of the panel.#* The position of the Anastasis and Bar 
tism on either end of the lowest register on the west wall of the C avusin Dovecote may be 
understood as a comparable prayer for the eternal preservation of all those assoc iated Ww ith 
is ( jon pointed out, even though the exact circumstances of the foun- 
this church. As Jerphanion p ghd 
dation of the church are not known, the portrayal of the Emperor Nicephorus Phocas, 
Empress Theophano, Caesar Bardas Phocas, Kouropalates Leo Phocas, and one more 
member of the imperial family in the prothesis apse suggests they were benefactors of this 
‘establishment together with other officials portrayed on horseback in the nave.*° The sur- 
viving inscriptions accompanying the portraits call for the eternal preservation of the im- 
perial family and the donors of the church. Although the phraseology of these inscriptions 
mmonplace, their dating to 963-964 adds to their significance. That year the imperial 
: eee Aad § 
ly Spent some time in the vicinity of Cayusin accompanying the emperor on a major 
Successful campaign against the Arabs in Cilicia. This campaign and other victories 
= es gained for the deeply religious emperor the nickname “The White 
of the Arabs.’’4? 
‘circumstances, 




























o scenes of Baptism and Anastasis is a pictorial for- 
ee, ind liturgical realities of the two 


Baptism-Anastasis icon 









the pictorial prayer for redemption formulated by the align- 


pocrypha, 310. James, The Apoeryphal Edition et Commentaire,”’ TM, 2 (1967), lines 354tt. 


* Weitemann, Sinai Icons, 1, no. 8.55, pl. 116 
; ) * Jerphanion, 1.2, §23ff., 520f. 
“G. Ostrogorsky, History of the Byzantine State 


Sem 
ee (New Brunswick, 1957), 253, 257f. 


dikon de l'Orthodoxie, 
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LITURGICAL IDENTITY OF ans 
ment of the Anastasis with Baptism was a Seta ecits 
ervation of the emperor monk Nicepho; 
on an important military campaign. At 
reminder of the redemption Orthodox 
a guarantee denied to the enemy Arabs 
The theological interpretation of b 
and its ritual integration into the Paschal Vigil because of its importa 
redemption, gave rise to the pictorial synthesis of the Baptism and the ‘ 


the two images were not only a reminder of the ritual celebration of Easter, 
torial incantation for eternal life through redemption te 


aptism as an imitation of Christ’s 


The Independent Image of the Anastasis 


The isolated use of the Anastasis as a single panel in S. Maria Antiqua and in fur 


texts in the Chapel of S. Zeno and in S. Clemente II is quite different from i 
when used independently of the christological cycle from the tenth century on. 
the liturgical identity of the Anastasis as a feast image is well established. 
Retracing some of the ninth-century evidence, we note that the representation 
Anastasis is divorced from its christological context in the Psalters with margin: 
tures. As we have seen, the use of the third type of Anastasis as the illustration of | 
in the Chloudof Psalter (fig. 44b) is not only due to the mention of the Resu 
also has a liturgical basis, the use of Ps. 81:8 during the Easter Vigil as the introd 
the theme of the Resurrection. The Anastasis is also used as a liturgical comment it 
torial form elsewhere in this Psalter group. In most manuscripts, Ps. 67 is illustra 
with the Anastasis. It is no accident that Ps. 67 is a considerably important 
Orthros Service on Easter Sunday. Similarly, Pss. 9:33, 11:6, 43:27, 77:05, and 
which also have some liturgical significance in the celebration of Easter in variow 
traditions,*? are illustrated with either the old-fashioned Myrophores, the 
stasis, or the radical theme of the Bodily Rising of Christ (figs. 43a,b). The nix : 
artistic school represented by this Psalter group freely employed the image of the, 
as a pictorial lemma for the liturgical reality of Easter. In this exegetical cap 
trations drew the reader's attention to the liturgical context of the correspon d 
functioning as rubrics do in liturgical manuscripts. The liturgical reality 
subordinated to the verse it was intended to clarify. : 
The Anastasis is also used to illustrate the Gospel of St. John in two 
from the tenth century. But now its pictorial importance increases as 


* Above, 156. Ps, 81:8: Charts.3\/Ae 

© The numbers following each psalm are page and has 
chart references to Bertonitre’s monograph. Ps 9:33: 
36, 64, 84. 87, Chart B2. Ps. 11:6: 34, Chart 82. P& 
43/27: 82, Chart 82. Ps, 67:2 and 67:7: 226, Charts 82, 
C8. Ps. 77:65: 68, Chart c6. Ps. 79:3: Charts 3, 82 














































)EFINI f THE TENTH CENTURY 
VII, DEFINITIONS © Gospel and not simply as 2 marginal sie ment 
used as a frontispiece to the Ee conse Lectionary in Leningrad, Public 
text. The first example ee he middle of the tenth century. The Mike 
. gr. 21 (fig. 62) area fill-page miniature, form a eas fron- 
John and the Anastasis, inte ortrait of St. John dictating to Peete nit 
the text. ee pee Fesnslnpibees to the Gospel in an illustrated New 
stasis are combined as an’ 


by Weitzmann and divided 

‘ in the first Bere-Merzog Collec: 
ais Re ac ciery in Baltumo Amberg-He Cc 

e 7 
“tion in Ettiswil, Switzerland (4.5. 502). 


7 ; don liturgi ae : 
. ee eee Consequently, the association of the Ana- 
ohn 1:1-19 is the lection for 


is fundamentally similar to the parallel- 
stasis with the beginning of the Gospel nist ies ae Me ses the Vinegica 
ism of the same image with Pss. aa eth - parallelism between the Anastasis and 
nature of the text. Weitzmann has argued that ae : istic, De Maviniciced iy ts 
ean er eirnance ofthe liturgy. He also suggested its migration 
se eal ett vw Te aments.* 
recs sncd and icerprete this lection for Easter Sunday helps explain 
how John riff. and the image of the Anastasis came tobe linked. One : the sedis 
which relates the liturgical celebration of Easter and this text is a homily attributed to the 
fifth-century Patriarch Proclus, entitled “To the Holy Easter and to the ‘In the Beginning 
Was the Word,’ Thereafter, all kinds of paschal literature refers to John 1:1ff. For ex- 
ample, both the Holy Saturday homily of John of Damascus* and the Easter Sunday 
Homily of Emperor Leo VIs* allude to it and pattern part of their homily on it, while an 
Easter sticheron practically identifies this text with the Resurrection: 


fof the tenth century 
nthe re (W. 524) and the 


cal practice, as Meredith has shown, 


‘ 


In the beginning was the Word 

And the Word was with God 

And the Word was God 

He is the one who rose from the dead 
Let us give praise unto him.s? 


Above, n. 6.13. Morey, “Notes on East Chris- 


Miniatures," s7f., figs. 61, 63. Weitzman, “The 
‘and Liturgical Gospel Illustrations," 257f., 
* Storia, 1398, 173 n. 53. 


nanus,” JWarb, 19 (1966), 419-424. For the Constan- 
“nopolitan tradition: Bertoniére, 140f. For the tradi- 
tion of Jerusalem, ibid., 13ff., 100 
» Weitzman, “An Illustrated Greek New ber, 
7 ' ment of the Tenth Century in the Walters Art Gal- 
eet as ot Icry,” 19. Sh. Tsuji, “Byzantine Lectionary Ilustra- 
B19) figs x a = Miner (Balti tion,” Illuminated Greek Manuscripts from American 
Taxi 5. M. Chatzidakis, Collections, G. Vikan, ed. (Princeton, 1973), 34tt 
see a0 les collections * Proclus, Els ro “Aytov Toya, Kai els ro "Ev 
arse ae Greek Manu dpxi iw 6 Adyos, PG, 6§.800-805 
ollec : § G. Vikan, ed. tele Sanctum, PG, 96.604¢ & 
trations of fn: ratio X, PG, 107. 104A. »? Above, n. 3 


















Adam on the sixth da 4 
ste the world."s* Consequently, 
mpling of Mg Ae 
carnate, to illustrate John rerff. by rf ft tat ieee 
parable homiletical parallelisms of considerable antiquity. Thee 
of the beginning of the Gospel of St. John at Ea: ’ 


separated the image of the Anastasis from this text 


Examination of why John 1:1ff. was chosen as the lection for Easter $ 
dith to prologues and commentaries on the Gospel of St. John.’ The former 
fied by the prologue of Cosmas Indicopleustes, interpret the text as an 
Christ's divinity, while the latter, as exemplified by John Chrysostom, 
sociating the text with Christ's Resurrection. Indeed, the interpretation of. 
copleustes, which singles out the preaching of Christ's divinity as the Gospel’s n 
is only a reflection of more learned opinions. For example, in the homily m 
lier, Proclus marvels at the sublimity of the concepts expressed in John r:1ff. 
this text as the most divinely inspired review of the christological doctrine.” In 
century, Nicetas Paphlagon, a student of Arethas of Caesaria, reiterated the sai 
tation in a lengthy and tiring homily dedicated to St. John the Theologian. 

The beginning of the Gospel of St. John was consistently interpreted as a 
sition on the divinity of the Logos Incarnate, the most difficult aspect of the 
doctrine. Comparably, the tenth-century image of the Anastasis continued to 


despoiled Hades and Te-created 
beginning” and who came “to 
stasis, which illustrated the tra 
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con: 


century. Though the Dyothelete controversy had long ceased to be an 
the instrumentality of the divine will and energy of the Logos in the miracle 
stasis continued to be remembered. An eleventh-century Easter poem by. 
envisages Christ proceeding to perform the Anastasis girdled in divine : 
tected by the paternal shield of divinity,” echoing the same idea as a hymn 
Graptos (b..775): 


* PG, 62,722, note b. PG, 86/1.376 and 403- ot: “ Nae oO 
’ Meredith, op. cit., 422f. Also, Anastasius Si- _Joavini, PG, 99-128. 

naites, PG, 80 ps $  Joannis Euchaita, Versus | 

® Proclus, eG, 65.801C-D. The divine inspiration of Pascha, PG, 120, 1198A-B- 
the evangelist John often finds pictorial expression in 
his portrait. For example in Athos, Dionysiou, cod. 
$88, fol. 225", the opening words of the gospel are 
transmitted to John from God's hand in the sky, and 
hence to Prochoros, who is recording them in weit 
ing. The Treasures of Mt. Athos, 1, fig. 287. 
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Having sleptin the 


You rose by yourinvinel ; = therefore 
- : he beginning of the Gospel of St. John oi ; Sete 
image of the Anastasis and SUE he doctrinal content of the other. owever, t ¢ 
Pt od ach ee eect for Easter Sunday, and the emphatic antiquity of 
q rift. 3 
onable importance of John 


Ci lent to yl ima f the Ana- 
i “¢ Jent 0 the accompan Ing Image oO 2 

i rantinople, 

particularly in Cons: 


‘usa lity that it did not possess earlier with as much clarity. 
sis a liturgical dignity and formality hn reff, has the same conceptual basis as 
a stage v4 . dS 


j 0 
~The parallelism hs a eae Rcarrection with Pss. 81:8, 67:2, and so on. 
ae = ictorial theme of the 
the relationship of the pictorial A Fathiee 
Labs Aare ifferent. In the 
Nevertheless, the outcome !s Be ecext In the tenth-century examples, the impor- 
, t subordinate to the text. tl 
a marginal Barada increases. It acquires a status equal to that of the author portrait, 
tance of the illustration aii ; reven have to face the text of John 1:1ff. In this guise, 
Bip f : ote 3 a / : 
taking up a full page, which does n *r, defining and expanding each other's content 
image and text stand parallel to each other, defining an E ; 
Beene Seren lary. While the image alludes to the liturgical and 
without altering their individual vocabu ary. ; E 
dogmatic di ions of the text, the universally ; 4 
pat oe iturgical identity of the image, which is now freed both from the 
Easter helps focus the liturgical identity « a Peer cterence'to Baste 
christological cycle and the adjacent text as a self-contained pictoria Sebati to oe 
The image labeled as Anastasis stands as a pictorial synonym to the celebration of the 
‘Anastasis and becomes the feast image for Easter. , 
The use of the new, fully developed feast image together with the author portrait of St. 
John as a composite frontispiece to the Gospel of St. John in two different types of books 
dating from the first half of the tenth century supports Weitzmann’s proposal that the feast 
image for Easter emerged in the ninth century.” This is also supported by the use of this 
iconography as a liturgical exegesis in pictorial form in the ninth century Psalters with 
graphy # 8 P 4 
Marginal miniatures. Its role as a feast image develops organically out of the use of the Ana- 
u 8 ps org 
stasis as a pictorial rubric. 
Theuse ofthe Anastasis as a pictorial exegesis fora number of psalms and for John 1:1ff. 
& F 
‘Spread to other texts that hold comparable roles in the performance of Easter. The best 
Known isits illustration of the First Easter Homily of C 
its use in connection with John tiff. by its com 
y into a composite frontispiece to the 
ition developed by the eleventh centu 
the earliest examples of the use of 
from the eleventh century, 


basa man re 
ek ble power as God.” 





arlier cases, the illustration is 


recognizable importance of the text for 


sregory Nazianzenus, which reflects 
bination with the author portrait of St. 
liturgical edition of the homilies of Gregory. 
ty and was patterned after the Lectionaries. 
the Anastasis in the context of the First Easter 
the linking of this text with the image probably 





. her local tradition and as part of the mystique of Con- 
i re Stantinople as the New Rome, Bertoniére, 149f i 
ch. The use of both | eh * Weitzmann, “An Illustrated Greek New Testa- 
1 anguages ment of the Tenth Century in the Walters Art Gal- 
lery," 35, 
™ Galavaris, The Illustration ofthe Liturgical Homilies 
of Gregory Nazianzenus (Princeton, 1969), passim. 


¢ Easter celebration and 
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materialized earlier (fig. 47). The ae 

status than John rerff. It he cuit Stays 
seen, at least as early as the sixth century, the ae 
hymn that paraphrased it.” This paragraph was simil a = 
of Damascus, through which it asserted itself as a. Hy 
more important that the homily was read d ee 
Studite tradition, a practice which Passed 
gso and 1084.°* Its inclusion in the Easter 
other official efforts of the 

































tenth century 
Gregory. The transfer of the saint's relics 
Apostles and Hagia Anastasia by Constantine Porphyrogenitus at 950, an it 


ment of January 19 as the day commemorating the event in the liturgical c 
city” indicate the official attitude of this period. } 


It seems that the First Easter Homily 
Sunday Orthros before the 


of Gregory was recognized as a part o 1 
end of the tenth century. Its liturgical important 
lesser than that of John r:rff., was exactly parallel to it. The official sponsoring. 
Easter Homily as a liturgical parallel to John 1:1-19, coupled with the newh 
portance of the cult of St. Gregory, probably suggested the illustration of both t 
the image of the Anastasis even before the liturgical edition of the Homilies of 
emerged. This idea is favored by the fact that the First Easter Homily was alread 
text in the ninth-century Constantinopolitan edition of Gregory, as evidenced 
ganization of the Paris Gregory.” The position of this homily at the head of bo 
of Gregory, and the defined function of the tenth-century image of the Ana 
contained pictorial synonym for Easter, facilitated its link with the First East 
This link probably emerged between the end of the ninth century and the beginni 
eleventh, given its absence from Paris gr. 510 and the Ambrosiana Gregory." 

An offshoot of the use of the Anastasis as the illustration for this homi 
its use to illustrate two hymns paraphrasing parts of the First and Second Eas 
of Gregory. A version of the first hymn, which paraphrased paragraph four 
Easter homily, was used on Easter Sunday.” The second hymn, based on 





Above, 142 " Bertoniére, 113, rg, and 

* The reading of the First Easter Homily of Greg- witnesses the growing impo 
ory followed the Kiss of Peace after the orthros serv- Gregory along with the cult of 
ice on Easter Sunday in the Constantinopolitan tra- Chrysostom in the tenth a 
dition as attested by the Dresden Prophetologium HL Omont, Mimatures 
(Dresden, Royal Library, cod. A 104), Which dates grecs de la Bibliotheque ‘ 
between 950 and 1084. The incorporation of this (Paris, 1929), or ad 
homily in the services of Hagia Sophia has been inter Fi A. Grabar, Les 
Preted as evidence of monastic influences on the Sery= cho 
ices of the Great Church because this texthad formed Strunk, * wk 
Part of the orthros service on Easter Sunday in the Hijmans fen ; 
Sabbite-Studite tradition. Bertoniére, 14h. 145. 182+ 260: 
159, 297, 227, 245, Chart c7- 
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vil. es in the Easter Sunday orthros.”* Bet these 
ly, occupied a prominent P! oe a celebration of Easter Sunday, as well as 
therefore, directly connected w! h no early jJluminated Sticherarion Sunes 
ts liturgical components. aso of Anastasis, from the homilies to 


. heeseiagy Pies jcherarion on Mt. Athos, Koutloumousiou, cod. 
«the Sti 


r “ conned 
dated in the fourteenth dl wee oe 
the third type of Anastasis. The other is Oe ccate other liturgical books, as in- 
220'.% Comparably, the Anastasis was Uses | a, University Library, F. S. Salvatore, 
dicated by its presence in an Octoechos in ae rf 
cod. 51, fol. 60°, which dates in the ao tic independent of a christological 
The examples of the Anastasis discussed s ei liturgical overtones. A liturgical dimen- 
eydle, the Middle Byzantine image is laden with liturgic: : 
sion is thus given to the representation, associating 
celebration of Easter, This gradually crystallizes intoiaselt- 
torially represents the liturgical reality of the Paschal penvices: Me sc Pecttorg ce 
Anearly stage in the liturgical transformation of the Anastasis 2 = alte e ith 
‘marginal illustrations. The liturgical dimension is disguised here by the trac pee unc- 
tion of the miniatures as literal illustrations of the text. The pictorial status of the represen- 
tations as marginal illustrations further confirms the dependence of the image on the text 
the realization of its multiple message. 
oe broached, the Tiungical identity of the Anastasis evolved rapidly. One of the first 
important steps in its emancipation was the elimination of the literal link between text and 
image and the use of the image only for its exegetical value. There is no narrative connec- 
tion between John 1:1ff. and the Anastasis, but their theological interpretations are paral- 
Tel. Both offer inspired proof of the divinity of the Logos Incarnate, one in word and the 
____ other in an image, The image amplifies the text, since both carry the same theological mes- 
sage. The theological message of John 1:1ff. and the image of the Anastasis did not remain 
ted to their common theological message, but spread to its liturgical expression, 
Easter. Therefore, the antiquity of the use of John t:1ff. as the lection for Easter Sunday 
offered the best context in which to develo 
‘Stasis iconography. A substantive link w. 
: irily because of their mutual associati 
‘not clear whether the Anastasis in 
however, that it was used as a head 
attached to the text and subord 


€. cit. Bertoniére, 306 no, 79, 
10, Charts #2, ¢8 and pp. 1 
269. 

































ciating it with various elements in the liturgical 
aself-contained identity, which pic- 


p and release the liturgical potential of the Ana- 
as thus forged between the image and Easter, 
on with John rzrff. 


itially illustrated John 1:1ff marginally. We do 


piece to the beginning of the Gospel of St. John, 


inate to the traditional author portrait preceding 


Chart c7 


Nelson for discussing the Messina Octoechos with 
88, 211, 214, 


me. Ch. Diehl, “Notice sur deux manuscrits 4 minia- 
or the Sinai manuscri tures de la Bibliotheque de Messine,” MélRome, 8 
2a-b, Reine 1, Strunk, (1880), 316f.; G. Musolino, Calabria Bizantina. Iconi€ 
” » hazarev, Sto-  tradizion; religiose (Venice, 1967), 366, 371; Weite- 
. mann, “The Sele: f Texts for Cyclic Illustration 
fessors Belti : d ction of Texts for Cyclic Illus’ 
elting and in Byzantine Manuscripts,” 102 n. 150. 












LITURGICAL IDENTITY 0) 
it, as in the Lectionary Dionysiou, cod. 
originally facing the text and 
the liturgical potential of the image and its complete. 
probably also led to the Painting of the Anastasis on 
feast icons for Easter, though no such te 
nation of the new liturgical image and i 
functions—as in the First Easter Homily 
the logical development of the Vitality of 

Though it is easier to trace the growth 
alone, it is quite clear that it also grew in 
decoration of the New Tokali Kilise is pa 
cycle of the Death and Resurrection (fig. 


587.” The use of th 
Soon turning its back to it in 


ind 


its new identity, 
of the feast image when the icono 
the context of the christological 
rt of an extensive program focusi 
? 66). This positioning stresses the s; 
pects of the cycle, spelling out the historical and theological realities typifi 
tery of the Eucharist. Concurrently, it refers to the annual reenactment of th 
theological reality of Christ's Death and Resurrection through the two p 
frame the apse holding scrolls quoting Old Testament readings for Holy Friday 
Saturday. The same is true of Ps. 81:8, which is used to label the scene of the 
Through such devices, the New Tokali Kilise succeeds in transforming the pi 
rative of Christ's Death and Resurrection into a liturgical cycle in the truest sense. 
of its components typifies visually the historical, theological, and liturgical : 
Christ's redeeming sacrifice in its daily, weekly, and yearly expressions. Thu: 
rial cycle is wholly integrated into the macrocosmic and microcosmic pattern o 
ritual. The Anastasis, which forms part of it, contributes to all these aspects by a 
specific references that connect it with the celebration of Baster—through the im 
of Ps. 81:8—and with the mystery of the Eucharist—through the inclusion of) 
pointing to Christ-Amnos. 

The sacramental dimension of the Anastasis offered by this extraordinary 





































and the mid-twelfth-century roll in Athens (National Library, cod. 2759) 
urgy of Chrysostom, and use the Anastasis asa historiated initial Ain the py 
that of the Anaphora (fig. 72). In the thirteenth=to fourteenth-century it 
vra, cod. 2, which contains the liturgy of Basil, the illustration of th 
part of the prayer of the Anaphora, whose text it interrupts.” 7 
The use of the Anastasis in the two earlier liturgical rolls as 2/his 
the use of the Anastasis on fol. 2° of an eleventh-century manuscnif 


” The Treasures of Mt. Athos, 1, fig. 190. : 
” L. Bréhier, “Les peintures de rouleau liturgique 
no. 2 du monastére de Lavra,” SemKond, 11 (1949), 
I-20. A. Grabar, “Un rouleau constantinopolitain et 
ses peintures,"” DOP, 8 (1954), 163-199. V. Kepetzis, 
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fF THE TENTH CE 
hy of the Anastasis becomes here the 
of the First Easter Homily of Greg- 
hermore, overlaps with the head- 
he Dionysiou manuscript, the il- 


VIL. DEFINITIONS O 
1.7 The iconogrP 
js, the first word 
riated initial, furt 
ire which also represents the een Pe eabofthe word" Anastasis" 
‘the historiated A identifies the forma ee cdiyandiche title image Anastasis, 
¢ broader liturgical context of the oe aici in the eleventh and twelfth century 
imilarly, the use ofthe Anastasis Be rentext of this prayer, the Anaphora which is 
Titurgical rolls reflects the broader ee rand pictorial reference to the Resurrection 
the core of the ae — of the liturgy of the Eucharist as an anamnesis 
functions as a reminder of the in a " nastasis functions in the liturgical 
FT tents oe Each 
tolls as a pictorial rubric, a rem. F. <acramental layer in the iconography of the 
Sean, confirming the presence of : eS . oe Bee Tokai ae 
‘Anastasis, whose earliest evidence is the seh ‘ ; ‘ I aortise CavosinDove. 
A different liturgical aim is reserved for the scene 0 ee 
eas a. whe ie nee en a : aptism recollecting the impor- 
logical story. These pair the Anastasis with the scer : 4 2S ean ee 
tance of baptism for redemption as liturgically expressed by the prominence of the 
baptismal theme in the first part of the Easter Vigil. : 
There is a number of parallels for the pairing of the scenes of the Baptism and the Ana- 
‘stasis in the visual arts. Its presence in Cavusin is apparently a reflection of a composite 
‘pictorial idiom widely known and used in the capital, judging by its appearance on Con- 
‘Stantinopolitan ivories and phylacteries. The same is not true of the apse decoration at the 
New Tokali Kilise, which stands isolated in Middle Byzantine church decoration. It is not 
asy to determine the sources of this unique arrangement. However, the complexity and 
sophistication of the realities intelligently synthesized and summarized here without inter- 
fering with the lucidity of the narrative, are not at home with local Cappadocian works of 
this period. Similarly, the style, though related to that of Cavusin Dovecote, is of a far 
d etter quality, showing familiarity with Constantinopolitan stylistic trends of the first half 
of the tenth century. tally, the inclusion of the Baptist in this Anastasis also 
ts to sources outside the local Cappadocian idiom. The Ba 
clan representations of the Anastasis. Ev 
Boyan the eleventh entury, his inclusion does not become characteristic of 
cian images. On the other hand, the Baptist is found in most Constantinopolitan 

ees from the eleventh century on, as exemplified by the Pho- 
“a ‘am ivory of the Romanos group in Dresden dated by Weitzmann in the 


, Dionysiou, cod. 6 







































ylacteries depicting the christo- 

















ptist is absent from most 
en when his presence becomes a staple of 


Athos, 1, fig, 105 ni 
5 + 105. nystery of redempr 
sy y ption 
re and R, F. © Cormack, “Byzantine Cappadocia: The Archaic 
ol pe 63, 281, Group of Wall Paintings,”’ 37 
nist as the * Weitzmann, Elfenbeinskulpturen, u, no. 41 













LITURGICAL IDENT y 


So the apse decoration of the New Tokali Kilis 
in metropolitan trends in style and icono, a 
reflects metropolitan experiments in church programs h ae 
the surviving Constantinopolitan material remains wae fen 
(or his sponsors) knew well how to achieve the oot 2 a 


aimed at transforming images into pictori I cOr : 
sag ‘orial confessio; . 
thodox faith. ladies i 


Although seas aspects of the liturgical transformation of the image of the 
missing, the surviving evidence shows that it was a complex phenomenon. 
simple aim. This was to invest the image with the liturgical reality of 
sented, and so organically integrate the image into active church worship. 
the Anastasis in paschal liturgical contexts, this image gradually developed 
gical identity of its own. Initially the contexts lending a liturgical dimension 
were also associated with it in more traditional ways. Thus, the Anastasis 
the Psalters with marginal miniatures as a literal illustration of the corresp: 
verses. Similarly, the early parallelism between the image and the beginning 
of St. John was also based on their parallel contribution to the proof of the d 
Logos Incarnate. The gradual emancipation of the image from these texts led to 
position of emphasis from the text to the image, and to the liturgical identific 
image as a pictorial synonym for Easter. 

Concurrently, the image developed other aspects of its liturgical potential in t! 
of the cycle of Christ's Death and Resurrection. This cycle, whose iconography co 
evolving throughout the Middle Byzantine period, chose to stress the vulnel 
Christ’s humanity to death by developing the integrated pictorial sequence of t 
fixion, Deposition, and Entombment. It did so also by experimenting with th 
Mary’s grief in the scene of the Deposition and with the motif of Christ's 
cophagus in the scene of the Entombment. Later, these experiments gave birth 
of the Lamentation, which was also appended to the cycle as easily as the” 
been a few centuries earlier. The active iconographic development of this : 
with the systematic effort in the ninth and tenth centuries to invest its indi 
with liturgical and sacramental overtones. The use of this cycle oo the | 
apse best illustrates the extent to which the Church sought to integrins 
The pictorial decoration becomes here part of the incessant daily, 
ebration of Christ’s sacrifice and the salvation it guaranteed ks 
scope, but still more complex than the self-contained feast image for 
of the scenes of Baptism and Anastasis in a scheme typifying the fir: 
the Easter Vigil along with all its implications for man. 

In all of these related liturgical guises, the Anastasis never 
tional past. Its narrative core remains the assertion of the hi ee 
tion. Its theological core remains the demonstration of the 
vinity. Now the image also stands as a mystical ilust 
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F THE TENTH CENTURY 


izi fall these different 
: ‘on. The harmonizing © 
; to the miracle ofthe Resurr rv hitting focus, evidences one of the 
identity of Sis cunt of Middle Byzantine Art. 
rtant aspects of the 


VII. DEFINITIONS O 


SOLOMON 
jonally honored in the Anastasis in St. Barbe by 
King David and King Solomon are ee inl BG eaton. In the Old Tokali Kilise, the 
p : : 5 ‘ 
being allowed to share with Christ me hes which is bejeweled in the same way as David 
ping allowe Z ‘ ‘ 
‘two kings rise from the top e's royal tomb is also the tomb of the two kings. 
ical eamaeanel es, = of the two kings in the image of the Anastasis, 
; . or 
These honors raise the question of ther if of King David and King Solomon date to 
~The earliest examples of the oceneed moti its eastern origin. They figure in the Ana- 
he first i tury and assert its eas . pea Mn 
the quarter of the ninth pen Y TAary in the Chapel of S. Zeno (figs 
liquary anc F 
‘stasis representations on the Fieschi Morgan rehquary £ 
4g, 23). The origin of the former is eastern and the latter m 
a6, 23). F the joint royal portrait in two different images of 
‘tastes, as we have seen. The presence of the joint roy4 lee ; a 
‘the Anastasis in the first quarter of the ninth century suggests the motif of David and Sol- 
UPd 
omon antedates these works. } 

The Early Christian period favored the iconographic type of David the psalmist, the 
young man of prodigious talents and courage." This type, which is well repr esented by 
the Cyprus plates," was used in a variety of contexts. The iconographic type of David the 
king and prophet was also known in the early period, but its use was not widespread. Its 
few known examples date from the sixth century and come from the apse mosaic in St 
(Catherine's on Mount Sinai, and from the Sinope and Rossano Gospels.*s In the former, 
King David appears below the figure of the transfigured Christ as his royal ancestor and 

Prophet. Inthe latter, he appears as the king and prophet heading several prophetic texts. 
Similarly, western artists favor the iconography of David the psalmist up to the 840s. 
Even when David is represented as the royal choir leader, the young, beardless psalmist is 
chosen rather than the king, as witnessed by the Vespasian Psalter made in Canterbury in 

; the second quarter of the eighth century, and the Dagulf ivory bookcovers made by the 


David AND 




























adapts an eastern model to local 





ely evidence on the iconography of Fortress of Justinian, 1, 11ff. A. Grabar, Les peintures de 
eed King Solomon, A. Kartsonis, Vévangéliaire de Sinope (Bib. Nat., suppl. gr. 1286) 
its (Var. gr. 699),""M.A. Thesis, (Paris, 1948), fols. 10%, 11", 15", 29°. Also below, n 


ee” Pra 7-90. Rossano Cathedral, Codex Purpureus, fols, 1'= 
| Se Pmpheta (Nuremberg, 4 and 7", 7°. A. Haseloff. Codex Purpureus Rossanensis 


(Berlin, 1898). David is also represented as a king on 
AD. a. Mee He Ro- a floor mosaic ofa aiken synagogue in Gaza 
=p grime, 190-167, » S.A. Ovadiah, “Excavations in the Area of the Ancient 
he Mosaic in St Catheri : pyadgegue at Gaza (Preliminary Report),”’ Israel Ex- 
Proceedings of the es ploration Journal, 19 (1969), 193-198. M. Barasch, 
{1966), 392-405 For. te — Mosaic at Gaza,” Eretz Israel, 10 uo 
detege, The Monas- 4-99 and Qadmoniot, 1 (1968), 124ff. I thank Prof. 


Mount Fs Tsafrir for drawing m - d fi nslat- 
4 n A : y attention to and for tra 
fount Sinai. The Church and ing these articles for me. 
















- - 






DAVID AND 5, 
court eras Charlemagne in the late eighth centur 
illustrating the commentary of ‘ ‘ 
eighth century also chads cone Pech 
is labeled David Rex on fol. 81°." Dayid ig Leandesh evade sige 
illustrating the Penitence of David in the Carolingi ee i 
and based on a Byzantine model of uncertain sunt = ter of St. 
The representation of David as king is used in the First Bible fC) 
Psalterium Aureum of St. Gall in the first half of the ninth a ha 
comes an established theme in western art. Though using a siden 
than the Carolingian West, the Byzantine East also shows an increasi 
nography of David the king from the ninth century on. The choice of the 


the psalmist in the standard Middle Byzantine church decoration adeq 
post-Iconoclastic preference. 







































The pairing of King David and King Solomon into a composite unit has no f 
century precedent. King Solomon also appears in the Rossano Gospels. Here, 
the artist does not make an effort to differentiate the two kings, or to correlate 
and David, though at times he confuses Solomon with Sirach. David and Solon 
appear close to each other in the canon tables of the Rabbula Gospel.” The yout 
less, and crownless psalmist stands here with his lyre, while Solomon is 
crowned, and sumptuously enthroned across the canon table. This stark contrast 
the appearance of David and Solomon confirms the popularity of the young psaln 
the unfamiliarity of the period with the joint portrait of the royal father and son. 
the only Early Christian example known to draw a parallel between David and’ 
Significantly, their pictorial synchronization, which characterizes the motif of Kin 
and King Solomon, is absent from the Rabbula Gospel miniature. 

The iconography of the Anastasis is the first context in which the age and at 


* London, British Museum, cod. Cotton Vespa- 74. Hubert, Porcher, Volbach, L’empire 
sian A.1, fol. 30°. J.J.G. Alexander, Insular Manuscripts 286 pl. 302. > , 
(London, 1975-1978), 1, no. 29, fig. 146. Steger, op- % First Bible of Charles the Bald: Paris, 
cit., pl. 3. For the Dagulfivory bookcover, see Gold- cod. lat. 1, fol, 215" A. Bomet, 2 
schmidt, Die Elfenbeinskulpturen aus der Zeit der karo-  giennie (Paris, 1926), pl. 49; sce also 
lingischen und sdchsischen Kaiser, 1, no, 3-4. Lexposi- Psalter of Charles the Bald: 
tion Charlemagne, no. 518. Hubert, Porcher, Vol- bach, op. cit., pl. 49: Psalteritim 
bach, L ‘empire Carolingien, 227, pl. 208 Stiftsbibl., cod. 22, fol. 2". 

* Durham Cathedral Library, cod. 8.11.30, fols. Hubert, Porcher, Volbach, op. 
81r Alexander, Insular Manuscripts, 1, 0. 17, - Florence, Laur., cod. Plat. 
figs 75. A standing portrait of the young psalmist Ceechelli, Furlani, : 
type labeled pan pre is also chosen for the Montpellier 
Psalter illustrated before 778. L’exposition Charle- Bat 
magne, no. 450. ce : 

s Wolfeor Psalter, Zurich, Zentralbibl., cod. © 12, of Sirach as a king: 
fol. 53". G. Kauffmann, “Der karolingische Psalter in fol. 7” of the 
Ziirich und scin Verhalmnis zu einigen Problemen by- 
zantinischer Psalterillustration, Zeitschrift fir schwel~ 
Zerische Archdologie und Kunstgeschichte, 16 (1956). 65> 
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) TENTH © 
EFINITIONS OF THE : 
4 VII. DEFINI reliquary and the S$. Zeno mosaic are 


= ar | j Morgan ; > z 
ings are coordinated. The Perel ey Solomon in the early ninth century, 
xamples which use the mot <s ‘Anastasis was not standardized in the ninth cen- 
z the presence of this motifin ‘iol ignore it despite their pronounced interest in 
The Psalters with marginal Sass clears in the tenth century. Thus, the motif of 
; ia . Kes aaa father and royal son, the one older and the other 
King David and King Solomon. : POAC chasis, 
i a a essential iconographic feature of the , 
\ is consolidated as an hic contexts also favor this royal pair. Most promi- 
eee ibdcle Byzantine oe hets surrounding the Pantocrator in 
~ nentis the portrayal of the two kings among the prophets s 2 
churches of this and later periods. From now © 
. o a , u 
panied by his royal son in contrast to the lone figure 
mosaic on Mt, Sinai. 
The pre-Iconoclastic indiffere 


prophet, and the apparent unfami 








on, the king is almost invariably accom- 
of David in the sixth-century apse 


nce to the iconographic type of David the king and 


liarity of this period with the ‘Deed David and Solo- 

» Byz > intere the iconography of 
mon as father and son starkly contrast the Middle Byzantine interest in the ie i. ny of 
King David and in the motif of King David and King Solomon. It appears that the joint 
portrait of the two kings does not date back to the Early Christian period. The absence of 
the two kings from the three earliest examples of the Anastasis similarly points to the un- 
familiarity of the early eighth century with this mout, a suggestion confirmed in the ab- 
sence of the two kings from the archaistic Middle Byzantine Anastasis on the Stuttgart 
ivory casket.%' The Fieschi Morgan reliquary and the late eighth-century model of its Ana- 
‘Stasis representation indicate, on the other hand, that the two kings had joined the image 
‘Of the Anastasis by the end of the eighth century. The available evidence therefore suggests 
that the motif of David and Solomon was introduced some time between the beginning 
and the end of the eighth century. 

The presence of David and Solomon in the Middle Byzantine image of the Anastasis not 
only antedates that of John the Baptist—the other peripheral personality one comes to ex- 
pect as part of the iconography—but also surpasses its importance. Even during the elev- 
enth century when the Baptist becomes a dominant feature of the image, he can still be 
he on but not the two kings. Many examples include David and Solomon, but leave 
It 1¢ Baptist, such as the mosaic at Hosios Lukas (fig. 83), the Morgan Lectionary 639,” 
ie te chGregary Nazianzenus Dionysiou 61,3 and others 

Why sho i i " ' : = 

os uld King David and King Solomon come to be considered sufficiently vital to 
ography of the Anastasis to be included ev 
aries? Such obj : : <u 
th Bopeafsiecno Were naturally given to abbreviation, and the self-suffi- 
e ‘0 - Se 7 
Pr PseNAiia stable ings makes Ita prime candidate for elimination. But David 
hquaries testifi a a in the abbreviated variants of the Anastasis. The 

BeRam ¥ fo this for the early post-Iconoclastic period. Similarly, the 

anus indicates that the two ki : : 7 
the © kings persisted as an inalienable part of 
shorthand reference of the se Fr : : e 

¢ second type of Anastasis well into the 


iptiren, 11, no. 24b-. tiona: or, 6 8 fig. 29 
| ty M ” . 
ry Ban 639,” 358fF., fig. 290. 
Cor nstantinopolitan Lec- — » The Treasures of Mount Athos, 1, fig. 105 


en on such small objects as the histo- 





DAVID AND SOLOMON 
tenth or eleventh centuries.°* The canoni ioneeeee oat 
image implies that one or on Davidiand 


Feies more aspects of their personality were 
sage of the image. P Were 1 


f David were i i : ’ 

ee He is Se eee ee alone, his presence would ib 
7 Oe ae mption par excellence. Moreover, 

tance of the Psalter is indisputable in the Post-Iconoclastic peri 
ond Act of the Council of 787, which decreed that th putea 
known thoroughly by any ecclesiastic considered for tn ti pas 
phetic and liturgical relevance of David could forge pes aan tl ie 
and the image of the Anastasis. Itis Precisely this link vhidveasn a P 
in the literary accounts of the siege of Hades, The inclusion of David ti k 
similar basis as the introduction of John the Baptist into the Anastasis ‘Vawaeel 
pretation of David that considers only his prophetic qualities andi beeeel Hayes 
is quite inadequate. It is, in fact, misleading, since it ignores a most important 
condition for his inclusion: that he should nor appear in the Anastasis without | 
omon, The pair is considered a single pictorial motif to an even greater extent 
protoplasts. For instance, Adam and Eve are placed symmetrically on either side 
figure of Christ in the third type of Anastasis, as, for example, in Iviron 1 (fig. 50). 
never the case with David and Solomon, who are almost always inseparable.” 

One would therefore expect Solomon to fulfill in the Anastasis a function 
David's. But his attributes are difficult to place in the context of the Anastasis. Si 
presence in the accounts of the siege of Hades is usually bypassed. When mien 
role is tertiary compared with that of other Old Testament figures.” This factor 






































«A lead seal in the Moscow exhibit of 1977 uses churches. Solomon appears here alone b 
the second type of Anastasis seen at Hosios Lukas, ure of Christ, while two Upright 
except reversed. Its reverse side bears the inscription Adam and Eve may be identified as 
XE §6,/Tw Cw! Poma/ N/. The Romanus mentioned — dead rising. Further back an inscription: 
in the inscription could be either Romanus | Leca- horrified gate-keepers of Hades: Tl 
penus (920-944), Romanus Il (959-963), Romanus Ill group of churches remains unsettled 
Argyrus (1028-1034), or Romanus IV Diogenes Thierry, Nouvelles églises rupestres de 
(1068-1071). It is not possible to identify the correct pl. 68b. Restle, mt, fig. 487. 
Romanus. However, given that this iconographic Solomon is absent from all 
type of Anastasis is popular throughout the eleventh cryphon of Nicodemus, as well a 
century, a date in the eleventh century seems prefer- homiletical literature. In the hom 
able for this seal. Iskusstvo Vizantii V Sobrantiakh phanius he is mentioned in p ISsin} 
SSSR. n;.no<790 Carmina Nisibena of Ephrem: 

*’ Mansi, 13.420. Ralles and Potles, Sivrayna row 
Deiwy Kai iepav Kavaver, 1, $60-564. Hefele, Histoire 
des conciles, m/B, 777£. The memorization of the Psal- 
ter was apparently considered an act of piety. In this 
sense Theodore Studios mentions that his pious 
mother Theoktista had memorized the entire book. 
A. Gardner, Theodore of Studium (London, 1903), 16. 

* One of the rare exceptions comes from the rep 
resentation of the Anastasis in Purenli Seki Kilise, 2 
member of the Irhala group of Cappadocian 
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tasis. Similarly, the liturgical value of 
look for other aspects of Solomon's 
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VII. DEFINITIONS OF TH AVID AND 


e , and the Choirs il] 
2 in the Anas mon, an Ustrates a text that o 
rtance of his person 7 Penn ; * a text tha 
must ' therefore, appropriate as a frontis ; igs 
-minimal.°* Consequently, io 3 the image of the Anastasis. — in a Psalter feontapfenann iy 2. the Psalter. 
which may explain La eae the Byzantine East as the king whom charactecizing hints Geen le. His youth and 
was much better ial : insight. His divine knowledge and his pro- tanding by the enthroned David ; z, 
particularly blessed with wisdom Pe cane Bete tnvoked by. « Christian : BS ae Rs oe Fees ser glance, as unfounded a 
1 4 i an es peal Fche Temple : : » the Vatican miniature, th ; 
lity qualified him as a magician ribution, the building of the Temple define the meanine Orth : ; ‘ 
j , liturgical cont ; efir § of the motif of David and Sol .B . 
Il sources of evil.” His major F ith oversized gold cherubs was ; Pe ee lomon, Both ni 
Its decoration wit this motif stress pictorially the father-son relationship of Giese 
erusalem, was equally well known. . ive images in church decoration, 1» gwieuaiic mnReE p of these two 
2 + istifying the use of figurau c eh ifs : = this visua commient is far from clear. An examination 
ui ammede ana cP < olomon helped shape a pulomonic ideal OASQNS helps trace the foundation and aim of the joi i aiionts 3 ne 
rthermore, the proverbial justice of S ; eriod.'°' Finally, Sol Joint portrait of King David and] 
peal during the Macedonian period. inally, Solo- King Solomon in the pictorial vocabulary of the ninth and tenth century, 


 erei i ised a special a) i 
ereignty, which exercised a special ap fKing David. 
personality forge ipso facto a direct link 


‘mon was remembered as the worthy son o = 
- i i f these aspects of his ‘ 
’ bei Bee sera atthe Old ee King Solomon and the iconography of the Ana- 


stasis justifying his pictorial importance for the Middle Byzantine image. a 
7 Since neither king can account individually for his exclusive iconographic importance in 
the Anastasis above all its other prophets, the problem must be reexa mined taking special 
note of the pictorial emphasis on the joint appearance of David and Solomon. What can 
the motif of the two inseparable kings of the Old Testament umiquely contribute to the 
Anastasis? Why is the presence of the two kings mandatory even for the most abbreviated 
versions of the image? 

Apart from the Anastasis, the two kings make a joint appearance only once more in the 
ninth-century Vatican copy of Cosmas Indicopleustes.'°? The miniature of David, Solo- 


The Illustration of Psalm 71 3 


Psalm 71 is dedicated by David to Solomon, and is easily the most dynastic of 
The royal father intercedes for his royal son asking “i 


[1] Give the king thy judgements, O God, and thy righteousness unto the king's s 
shall judge thy people with righteousness, and thy poor with judgement. . . . [6] F 

down like rain upon the fleece, . . . [10] The kings of Tarshish and of the isles shall 
sents: the kings of Sheba, and Seba shall offer gifts [11] Yea, all kings shall fall down | 
him: all nations shall serve him. . . . [17] His name shall endure for ever: his name shall b 
tinued as long as the sun, men shall be blessed in him: all nations shall call him blessed. 


” 


7 bed 
The christological potential of this psalm was appreciated at a very early date. O 


17, Appendix 13-14; Solomon in $7.18. See also Don Charlesworth, ed. and trans. (Oxford, 1973), 149 comments that 
J. Texidor, “Lethémedela ‘Descente aux Enfers'chez 167 for an extensive bibliography 

Saint Ephrem,” 25-41; Davis-Weyer has been the  » The use of Solomonic seals and amulets was 
only one to recognize the presence of Solomon in the widespread especially throughout the Early Christian 
‘canonized image of the Anastasis as evidence ofthe period. Cabrol, Leclercq, DACL, w. “Salomon,” 
lence of the image from the Apocryphon of 58off. These seals were used by Christians, as may be 
Re, Dieter Darstellun- demonstrated, for example, by a seal whose one side 
ic detalii is taken by the Adoration of the Magi and the other 

le," 184f. 

odes and psalms of Solomon deal ¢ 
¢ exten- 
with the siege of the underworld. However, 
orks, whose attribution to Solomon is 
dubious, were explicitly excluded from 
e context of the church services by Patri- 
1 (vc, Somer Also, pc, 28. 
is material was not 
by the Greek Fathers in their writ- 
rem the Syrian. R. Harris, 


The psalm is entitled “to Solomon” but its contents refer both to Solomon hims 
son born through his seed; this is why it is said “Give the king thy judgements, O 
thy righteousness unto the king’s son.”” From that point on, prophetic words are’ 
the son of the king—that is, the one to be born by the seed of Solomon—which 
anyone else except only to Christ the son of God . . . they refer neither to 


: 108 
by some of the standard Solomonic exorcisms [ibid., nor to Roboam who succeeded him. . . but exclusively to our Redeemer,'°* 


1.2(1907), fig. 508], as well as by the magical bracelets 
bearing the abbreviated christological cycle 
[J. Maspero, “Bracelets-amulettes d’époque byzan- 
tine,” 246-258, figs. 1, 2] 

*© Mansi, 12.1063p. 

™ Constantinus VII Porphyrogenitus, De admini- ac; 
strando imperio, F. Dvyornik, RJ H. Jenkins, B. Lewis, ‘Emyéyparrar wiv yap 6 bakpos “Eis Fahou sw’ dwa- 
Gy. Moravesik, D. Obolensky, S. Runciman, eds. déperar be za bv air@ eis re atroy Sohopdirra kab 


Ata later date, Pseudo-Athanasius says of Ps. 71 in his commentary 


's Kartsonis, op. cit., 4sff. 
'* Onigenes, Exegetica in Psalmos, PG, 12.1069. 


Odes and Psalms of Solomon (Man. and trans. (London, 1962-1967), 1, Commentary, 9- 


ipters Nand i. Neverthe 


'Y 
not 


Works on Middle and pleuste, 


a Vatican, Bibl., cod. gr. 699, fol. 63°. Stornajolo, 
Le miniature della topografia cristiana di Cosma Indico- 
€. 36f. Cosmas Indicopleustes, Topographie 
Chrétienne, Ml, V. 122f. Kartsonis, “David and the 
Choirs (Vat. gr. 699),” passim. 
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elpnrav: *'O eds ro Kpiua cou T@ Bacehst Bos Kak THY 
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Tos émupépovrar Adyor Twes mpodnrexol hist Tov 
viod rov Bacidéws, Sydady &x oMépwaTos Zodopanros 
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; ENTURY 
Sn on, paeancansor rae TENTH i 


to the most peaceful is the psalm dedicated, 


ind this speaks of the end of days; to! means ‘peaceful." ""'°S 
is I mean our Lord Jesus, for ee ice throughout the Macedonian period. It 
ristological interpretation mere titles of the psalms addressed to Michael 
by Psellus in his commentary a tands that the psalm refers to Christ, “the 
(1071-1078). Here Psellus understa 
ceful. "4 
‘specifically, Ps. 71 was interpre! sp 
“through the Virgin. Particularly responsible for this oer reted at an early date as a refer- 
-6:26-40. The rain that fell upon Gideon's ae De virgin Bs disdedli oe 
ence to the incarnation of the Logos. abe aes iviados, and Theodorec Cyrus 
direct and indirect references to Dee caiception of the Logos Incarnate at the time 
identify Mary with Gideon's fleece, ane he fleece. John of Damascus, moreover, 
of the Annunciation with the rain that fell upon the Heece. J dew. And Mary continue: 
hails Mary as Gideon's Fleece, whence flowed the immortal « ew. a ; a : 5 ee es to 
: ‘be hailed in this way in one of the troparia of the sixth ode of the Service of the Akathistos 
107 
' hie the spirit of the exegesis of verse six as a typological eeence to the Virgin 
: and the Annunciation, it is easy to see why verses ten and eleven should call to mind the 
adoration of the Logos Incarnate by the Magi—the three kings from Persia—as well as the 
- related prophesy of Isa. 49:23, that all kings shall bow down to earth before the Logos In- 
ry carnate. 
By dedicating Ps. 71 to the royal son Solomon, David in effect prophesies the incarna- 
tion and reign of his other son through the Virgin, the Logos Incarnate. Consequently, the 
, Psalm succeeds in raising the davidic ancestry of Christ.'°* The first beloved son of David, 
Solomon, who is mentioned in the title of the psalm, is assimilated to this hristological 
scheme as well. His name is equated with the peacefulness of the Logos Incarnate and its 
) Owner is thus projected as a type of the Logos Incarnate." In this way, David, Solomon, 





































ted as a reference to the incarnation of the Logos 
prete 


verse 6 with its recollection of Judg. 


__-™ Pseudo-Athanasius, De Titulis Psalmonun. PG, b. ». Mariae, n, PG, 96.696; Theodorus Studita, In 
> 27.9370: TH apoxeruévn émtypadiy mepiéxee ‘eis ro Dormitionem Deiparae, PG, 99.7258; Sophronios Eu- 
1s Wak uds Aaifl5 wis Sadopdv.’ Tovro obv Aéyer: in’ stratiades, Leontopoleos, 

raw Fav Hpepin eis Tov KlpnviKddraroy koTw 6 
: Réyo BH vis tiv Kipiov “Tnooiw “Sadopiv’ 

i * épanveverar.”” The same interpreta- 
As offered by Theodoretus, loc. cit. and by 


H Qcordxos év TH dpvo- 
Ypadia (Paris, 1930), w. “zéxos.”" 

'* This is one of the major objectives of the psalm 
according to Origenes, Op. cit., PG, 12.10728. More- 


ze Over, Theodoretus elaborates on the idea that Christ 
Seah nae isnot only king but the son of a king as well: as God, 
aby ites Peeestrtzy ed. (Christ has God—the ruler of all—as his father, while 


as man, Christ has King David as his forefather (PG, 
80.1429¢). Similarly, Athanasius interprets Ps. 71:! 
as a reference to Christ the King and the son of the 


h nuth, 8. “Typology in the Genu- 
the Melodist," Ph.D. Dis. 
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PAVID AND SOLOMON 
the Virgin and Christ are all intertwined i - — 
7 in “4 = 
reflects on a prophetic, typological, and tome 
part of the doctrine of the incarn evel a mu 









ation, 
The exegetical literature concernin : 
& Ps. 71 leads to this interpreta 


for us, the illustration of this psalm, as well as ilustrati x : 
ing closely. The Stuttgart Psalter, for example cided ae 
omon and the incarnation of Christ, [t illustrates verse 1 with rhe 
verse 6 with the Annunciation, and Verse 10 with the Piers 


as a whole is interpreted as a referenc 


¢ to the incarnation according to 

psalmus de nativitate Domini dicit: Descendit sicut phuyia i hoc 
Hans uvia in velu: 

sanctae Mariae.""!!° . - 







































ation of the pal 20s eft lea 
; carnation (figs. 73, 74, 76). They 

the Annunciation in connection with verse 6, and the Adoration of the Magiin 
with verses 10f. Wishing to stress the latter, they sometimes include the figure 
above the Magi. The Theodore Psalter, furthermore, illustrates verse 17 with 

throned, while two groups of people on a lower level look up at him and ado 
So it is obvious that both East and West uniformly understood this psalm as 
to the mystery of the incarnation of the Logos. Both also respected the men! ) 
name of Solomon in the title of the psalm. The Stuttgart Psalter expressed this 
to the first verse, which talks about the righteousness of David’s son, an illustral 
mon’s Judgment—the best known example of his righteousness. At this point, 
the eastern psalters diverge significantly. They are not interested in offering a 
gesis for the use of the name of Solomon in verse 1f, They concentrate instead | 
sentation of a composite exegetical miniature, which: . 


or that it was intimately connected with the essence of  paxrocearas 6t 
the object in both its genetic and logical existence.” fol. 93° 
F. Délger, “Byzantine Literature,” The Cambridge  syicrou psaurex 
Medieval History 1v. The Byzantine Empire. Part If: fol 115", 
Government and Civilization. J. M. Hussey, ed. (Cam- SL 1S 
THEODORE PSALTER 

bridge, 1967), 248. Délger’s observation finds confir- "ey ot 
mation in the definition of the word etymology of 
tered by the Hodegos of Anastasius Sinaites, PG, 80.818 
Uthemann, 2.8.1-2 Tupohoyia éotiv H ms By 
vanEews tov dvonetos Opdarns, bE avrou spunvevo- 
Hévy.” 

"© Der Stuttgarter Bilderpsalter, B. Bischoff, J. Esch= sanseaini rsatten 
weiler, B. Fischer, H. J. Frede, F. Matherich, 1o7t: fol. tua 





fol. 93" 





fol. 93° Ps. 7107 


Ps" 71:1, fol. 83°, The Judgment of Solomon; Ps. 


fol. ats? 





Minnesota, 197s, 180-183. 








In nativitatem 


King (Pc, 28.324). 


that refe 
37.12and 46.26 he ™ As Dalger pointed out, the Byzantines took a 
Medien. Sreat interest j . fe vy believing 
and Hesychius, In Psal- Rar ee questions of etymology believing 


of an object expressed its real nature, 


71:6, fol. 83", The Annunciation; Ps. 71:10, fol. 84%. HAMILTON PSALTER- 
The Adoration of the Magi. The quote cited here is fl #39 
attached to the Annunciation. . 
'™ The illustration of Ps. 71 in the psalters with 
Marginal miniatures is as follows: 
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VII, DEFINITIONS OF - 
caw Solomon but also points out its inner christo- 
i O10: 
¢ psal m’s title reference to 
irgi the vehicle of the 
| ; heci of David and Gideon about the Virgin as he e 
nes the prophecies: ! 
th a visual scheme, which com- 


: runit wi 
jnto a coheren' fthe Logos Incarnate. 


on the davidic lineage © 
4)' illustrates the title of the psalm with the 
dan inscription below it reading simply “‘to 
t to Christ’s medallion and points to it. 


ments, ‘among other points, 


Pantocrator, cod. 61, fol. 93° (fig. 7 
‘gold medallion of the cross-nimbed Christ, : i 

oe a ae Oe iy The inscription below the medallion contrasts 
7 aie sicke Be or pains out the christological interpretation that should be 
with the title of the psa 


ched to it. i” 
nee gold disc framed in blue below and on the same 


fs » i ree ra 
emits from its lower side a blue band overlaid ae Bete gicin.” according to-an 
‘ona gold bust medallion of the Virgin “into the Rows the conception of the Logos by 
inscription next to the dove, This composition then s By st hi ae eee 
the Virgin, who is labeled here as “the holy Theotokos. pars, a Gk 5 
stands for the invisible divinity in the heavens, and the dove for the Holy G a a aye 
The composition is also transformed into Gideon’s Fleece by the addition of Gid Eon Ng xt 
to the Virgin, while the presence of David on her other side comments on the relevance of 
Gideon's Fleece for verse 6 of Ps. 71. The inscriptions which accompany a very abbrevi- 
ated version of this illustration in the Bristol Psalter leave no doubt about the intended 
meaning of this scene. The emission from heavens is labeled: “the rain-Christ the Word of 
God,” and the medallion of the Virgin: “the fleece-the Theotokos” (fig. 76) 

But the interpretation of the illustration of the title and verse 6 of Ps. 71 is not yet ex- 
hausted. A number of elements suggest that the two scenes should be read as one unit. The 
medallions of Christ, the divinity and the Virgin are on the same axis. Moreover, the gold 
medallions of Christ and the Virgin are almost the same size and equidistant from the 

‘gold disc of the divinity. As a result, the bust of the Theotokos which rests on a 
ey hill is formally aligned with the bust of Christ above. Mother and son come to- 
and the gold disc acts as their formal link. 

Scenes are further linked by the figures of Gideon and David. Gideon points 
the earth Supporting the Theotokos, while David points above to the disc of the 
‘Christ, and Solomon. The alignment of mother 
alignment of the royal father and his royal son. So the medallions of the Virgin 
paalised by the standing figures of David and his son Solomon. 

a chain of filial relationships is established, David dedicates Ps. 71 to his 
ae pointing to Solomon and Christ. Sol 
on of David mentioned in the psalm, 


axis as the medallion of Christ 
ys and a dove falling vertically 











and son is, moreover, parallel to 


omon, however, points out that 
While pointing to his two sons 


of | 4 
of Pantocrator Psalter, fol. 93°, see The Treasures of Mount Athos, m1, fig. 206: 


—_—, 









David also stands next to his well. Ani x 
I-known “dau 
both in her womb and above, Mei 


ictorial ref next to Solomon, the in 
a pictorial reference to the davidic an . 
; ; cestry of C 
story of the incarnation. ty of Christ is 


71 offers a nonnarrative « : 
tingly, King David and his 







































and antetypes of Christ, but also as Ch 
dresses itself to the historical lineage o 
are irreplaceable. Appropriately, 
in the Bristol Psalter (fig. 76). 


; This family portrait is condensed in the illustration of Ps. 71 in dee 
fol. 91° (fig. 73). Here, the figure of the young and oversized King Solon 
low the medallion of Christ, on the same axis as the ark of heavens and the n 
“Meter Theou.” So Solomon is physically integrated in the pictorial scheme 
nation of the Logos. At the same time, the orant attitude of the young king” 
tercessory role traditionally reserved for the Virgin, proposing King Solomon 
as an intermediary between Christ above and the Virgin below. Solomon 
the marginal role of witness to the dominant role of an organic link in the m 
incarnation. The balance therefore tilts and Solomon is specifically proposed a 
in this psalm, which expresses the concern of the house of David for its progeny. 
The widespread familiarity of the Macedonian period with the interpreta 
as a reference to the incarnation through the royal house of David is confirmed 
variations in its illustration. Thus, Vat. gr. 1927, fol. 126%, shows King David and 
Solomon kneeling and praying to heavens above with the opening words 
while to their right a bust of the Virgin and Child—the Fleece of Gideon 
a variety of kings and by all nations.'2 Comparably, Vat. gr. 752, fol.222*)il 
older and the younger king jointly forecasting the arrival of the Lord in fre 
building.''s Even when Christ's dayidic lineage is not alluded to directly, 
trated with a joint portrait of the two kings. Thus, the royal father and he 
invariably together as forecasters and links in the story of the incarnation in| : 
Ps. 71. Keeping this in mind, we shall now examine the function res 


rist’s ancestors. Of all these r 
f Christ is unique. In this tole, D 
David is labeled “David Theopator’— 


aristocratic psalters, F P : 
The Paris Psalter includes a formal portrait of King wee E 

- . ms ‘Imp 

frontality, holding the Psalter open at Ps. 71:1 (fig. 77)- i 


“LE, T. De Wald, The Ilustrations in the Manu- H. Buchthal, be fi 
scripts of the Septuagint. Volume wt, Psalms and Odes. pl 
Part 1; Vaticanus graecus 1927 (Princeton, 1941), 20f 
'“ E. T, De Wald, The Illustrations in the Manti- 
scripts of the Septuagint. Volume i. Psalms and Odes. 
Part 2; Vaticanus graecus 752 (Princeton, 1942), 27- 
"Paris, Bibl. Nat., cod. gr 139 fol 7 
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F David's left and 

; tia, who stands on ; 
classicizing personification psa sition of honor, to the right of 


reater po: ‘es ‘ 
etien epee oniestion of Sophia. She has given up her 
see the equally class! 


wkw. er Ie’ yhile raising her 
book, whi ds dly under her left arm w aising 
fen stat aries ee dove hovering on David's nimbus 
n what seems to be an ap 


the basic description of the miniature, 


y and the 
aay ‘on attached to Ps. 7 ie in : 
the exegetical es ss aamall that this miniature proposes, among other 
Seis le 
it, it becomes possi 


; carnation of the Logos. The exe- 
gs,!! the royal house of David as the es  sappor of this suggestion along 
‘getical and pictorial background OF PS. 7115'0 psalm on fols. 238" to 
with the exegetical passages selecte 
245% of the manuscript. Furthermore, - 
stresses the importance of this psalm inithe 265 as on his “daughter’s’” nimbus in the 
tically stands on David's nimbus in the same inte =a ee 
illustration of the Annunciation in the Chloudot Psalter, a el lie 
These elements converge and propose King David and the son mentionec .mpasis 
SN ec sirmn ic snot suppressed in the Paris Psalter miniature. Only pe 
edge of the text of the psalm, and its exegetical and pictorial background imply his inclu- 
Sion. A further allusion to the younger king is suggested possibly by Sophia. While a per- 
sonification of Wisdom seems to acompany King Solomon in a miniature designed as a 
frontispiece to the Wisdom books of the Old Testament,'"* Wisdom is not known to have 
‘been associated with the person of King David in any pictorial context other than the min- 
ature of the Paris Psalter and its immediate relatives. 

The role of Solomon is understandably underplayed, since the Paris Psalter miniature 
‘has a dual function. Tracts bothas a frontispiece to the text of the Psalter and as a conclusion 
‘to the traditional life cycle of David, the story of the young psalmist of many endeavors 
‘and gifts. Any explicit pictorial reference to Solomon would deflect this miniature from 
Its purpose.""? 

“The decision to include Ps. 71 helped the illustration realize its twin aim. This psalm 
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pictorial tradition associ- 


> rext of the 

ccompany the tex 4 Y 

: ae is fared up by the figure of Prophetia, who 
t context, and by the dove, which prac- 


Is miniature also reflects elements taken from 


i s Virgin as his daughter in Ps. 44:11 
iconographic tradition becoming a car- 


“* As in Copenhagen, G. Konig]. Sammi. cod. 6, 

as well. The appearance of Ps. 71 fol, 83”. J. Beckwith The Art of onstantinople, 85, 

tuchthal to Propose that this miniature fig. 109. Also, H. Belting, G. Cavallo, Die Bibel des 
tion of the Paris Psalter Originalby Nicetas (Wiesbaden, 1979), 336, fig. 1 

peegecutis to his son Romanus. " For conclusive evidence that fol. 7° of the Paris 

ae een, an Psalter still occupies its original position, Weitzmann, 
Psalter the Virgin “Eine Pariser-Psalter-Kopie des 13. Jahrhunderts auf 


her throne. The angel j inai,” ‘ : ; 
Slaneedia ic eo aP- dem Sinai,” 125ff.; Buchthal, “The Exaltation of 
balanced on her Hightbythe David," 333. a. : 


1, who addresses the 
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DAVID AND 
underlines the unique importance 
serts the material reality of Christ’ 
Placed at the end of the traditiona 
71 in hand proposes the incarnati 






of David as “+ 
s human historical 
I life cycle of the psalmist, 
on as the most important h 













































of the Logos, on behalf of the 
dimension to the traditional pi 
usual characterization of Davi 


author of the Psalter, and its user. As 
ctorial identity of David, The emphasis 
David as the prophet, the psalmist, and the ant 
Above these, it Stresses his historical identity as the royal ancestor of Christ. 
nificance, complexity, and density of this message in David's image, it: 
name. Following the inscription accompanying the figure of the psalmist in t 
of Ps. 71 in the Bristol Psalter, I propose the term David-Theopator (fig. 76). 
Visual references to David-Theopator did not reach the complexity of the 
the Paris Psalter overnight. They were preceded by earlier efforts to mold a 
miniature for the Psalter that would pictorially embrace a reference to Christ's 
cestry, and hence to the historical reality of the incarnation. An earlier interest in 
ing the psalmist as Theopator may be seen in the Leo Bible, dated about 940." 
The miniature that heads the Psalter in the Leo Bible (fig. 78) has the old 
standing in full ceremonial frontality holding an open Psalter. The portrait o 
is an immediate antecedent of the portrait of the psalmist on fol. 7% of the Pa 
However, the miniature of the Leo Bible does not attempt to transcribe in 
reference to David-Theopator. The text of the open Psalter is illegible, the dove 
as are the effete personifications of Sophia and Prophetia seen in the Paris 
relatives. Their place is taken by an elaborate architectural background in 


help expand his identification as king and prophet to include his characte 
pator. Yet this is made clear by the inscription which runs around the frame‘ 
ture, indicating the interpretation that should be attached to this solemn 
psalmist. As in the rest of the illustrations of the Leo Bible, the catena ist 
to the miniature:! “Prophet David, who could express better than you 
dogmas and the marvellous gifts which the grace of the Holy Spirit sup 
Paton of mortals. Here, however, we praise you ardently as the beget! 
of God.”=2 

Vat. Reg. gr. 1, fol. 487". Miniature della Bibbia Miniatures of Vat. Reg. 


Sod. V; Tod. Vi .C. Mango, “The D 
Cod. Vat. Reg. gr. 1, ¢ del Salterio Cod. Wat Palat. gr 133 
381, Collezione Paleagrafica Vaticana, facs. 1 (Milan, and the Macedonian 


1905), 14, pl. 18. Th. Mathews, “The Epigrams of ed tee « 
Leo Sacellarios and an Exegetical Approach to the 
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the Book of Psalms in the Leo Bible 
t form, even though it did not in- 


Vil. DEFINITIONS OFT 
therefore, little doubt that the title page of 


oa 
ortrait of David-Theopator its at oe 
icit visual remarks to that effect, such as 







scription of Ps. 721. 
ce tions of the theme of David Wheopator is the 

Te che acen copy of Cosmas Indicopleustes formu ates a 
Psalter and the Leo Bible, the cay noted, itincludes a pulipaes mniaiotins 
Boedte chain oe wish the young Solomon stands next to his en- 
vid and the Choirs (fol. 


d-for presence of Solomon seemed out of tune earlier 
ee reercts ce chae is illustration of a text used to preface the Psal- 
s 


in view o i is miniature @ ; sg Ph 
Ss He es seats 71 and its role in the shaping of the David-Theo- 
Se eile ae ie Cosmas miniature as another attempt to ee the 
Ree ee ther paren tro : 
2 Fah of el Jude a reference to the role of the house of I avid in the 
portrait of the psalmist to melt monly acknowledged from the days of Pseudo- 
eat in vi means peaceful and Christ is the most peaceful, 
\thanasi Solomon me: a 
Athanasius to those of Psellus, 


7 The joint royal ortra Vv d Solomon as father a d son also functioned as a re 
ro Pp i i Sol nm as father an ; 
it of Da id an ; : ae 
hrough their seed, Christ. The pic torial pairing of the two kir gs 


min 5 q AZ > , - 
‘Bi a Pan ae the royal house of David with Christ, asserting the davidic 
‘thus suc 


i tly, his humanity. 
SOR urappearance oa two kings in the Anastasis succeeds in cuuving 
attention to Christ's davidic ancestry, asserting the humanity of the Logos Inc reat = at 
image that illustrates the effect of his powerful divinity. Actually, this image of redemp- 
tion and re-creation successfully uses the motif as a reference to the incarnation of the Lo- 
g0s. This interpretation explains why David and Solomon are selected abov e all other Old 
Testament personalities present at the time of the Anastasis: David and Solomon are them- 
selves the material proof of the humanity of Christ, and in this respect they are umique. 
Their pictorial presence consolidates the doctrinal balance of the image of the Anastasis, 
which now comes to include concrete proof of Christ's humanity while demonstrating the 
Te-Creative power of his divinity. It is therefore understandable that the motif of the two 
“Kings'is canonized as part of the Anastasis and is included even in the most abbreviated 
ersions of the mature Middle Byzantine image. 
This interpretation of the motif of the two kings in the iconography of the Anastasis is 
fied in @ poem written by John Mavropous, an influential eleventh-century bishop, 
image of the Anastasis, which must have resembled that of Hosios Lukas. Mav- 
dmonishes the beholder to 
4 Receive as the beginning of your own r. 
_ Adam, David and the wise Solomon, 
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ANN’ OYN NYN HMEIC MC BEOY CAPKnCEnC:! 
TENNHTOPA* PPAPONTEC YMNOYMEN [loent 


» C1 
‘Owing toa misunderstanding this part of the catena has been 


Wrongly transcribed TENNHTOP ArPAONTEC in the 1905 edi- 
tion. 











































Similarly, the interpretation oft 
ence to Christ's davidie ancestry a} 


served for the two kings among the “prophets of the dome” 
programs. Moreover, it explains the basis for the sch f 
among these prophets, a practice that does not date back ane i 
witnessed by the Sinai apse mosaic. oe 
In conclusion, the joint Portrait of Dayid and 
century. The representation of the Anas 
Chapel of S. Zeno offer its earliest survi 
part of a broader iconographic trend ai 
testing to Christ’s davidic ancestry, an 
lustration of Ps. 71, the motif of Day 


he motif of David and 
ind his incarnation expl a 


and Solomon probably emerg 
tasis on the Fieschi Morgan 
ving evidence. The Anastasis 
ming to formulate a Pictorial idi 
d hence to the doctrine of the in 


id and Solomon, and the David-Theop 
expressions of the same determination to show the historical reality of the 


the Logos through Christ’s family pedigree. These iconographic efforts, and 
atives, are the preparatory steps to a self-sufficient image whose subject is the 
an nature of the Logos Incarnate. Such an image materi 
date and is known as The Tree of Jesse.'*4 The material presented allows us to 
to the turn of the eighth/beginning ninth century the emergence of the first ink 
tempts at grappling with the problems of pictorializing such a statement. In th 
steps, the reference to Christ’s davidic lineage plays only a subsidiary role, whi 
theless, reinforces the message of the theme to which it is attached. This is 
David and Solomon on the Fieschi Morgan Reliquary and the other representa 
Anastasis following the same iconographic recension. As we have seen, in 
redemption the divine energy of the Logos Incarnate manifests itself in the ulti 
cle of the defeat of Death and resurrection of the protoplasts. The addition 
Solomon here above and behind Christ is a reminder of the historical 
nation. Thus, even the ultimate miracle of Christ's divinity is coupled with: 
his humanity 


genealogy of the hum 





 Joannis Euchaita, Versus Jambici 8, PG, 
120.1131f., lines 1240ff. 
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gserted that Christ saved the Just along 


f David and Solo- 
: -ections to the presence ©} 
toplasts from Hades precluded setae ad spelled out who could be counted 
Anastasis of Adam. leet sad betved in Christ before the incarnation, “the 
just: they were those who 


2 hs and some others 
th them the toparchs anc 
| prophets, judges, kings and together ne spparcnt to everyone.""5 David and 


7 to count a Sie 
ce of the Jews, who eee ith no difficulty. The traditional association 
a ed amon ¥ 
in could be counted a 


Solomon, Pen eore 
and toa rip anaacs This was complemented by the great impor- 
them acceptable in t 3 


: I ; » celebration of Easter in particular, 
feof ey aan a —— been singled out together 
In none of these contexts, however, had aa judges explicitly or implicitly present at 
above all other patriarchs, prophets, kings, ee Hates of David and Solomon can- 
erase Bae Barer: = er hei emphatic presence in the image of the 
es vhey acid x the necessary persone i ee 3 Boe the 
motif of the two kings as part of the Anastasis. On the contrary, the exc ee Im eee 
reserved for this joint portrait matches their exclusive role as € hrist s ancestors. More- 
over, the motif of David and Solomon is part of a broader and multifaceted interest in pic- 
torially stressing the importance of the house of David and Solomon for the incarnation. 
This is the primary role of the two kings in the image of the Anastasis. , 

The pictorial solutions traced here vary from each other. But they are sufficiently inter- 
related to suggest thatthe ninth and tenth centuries had an interest in developing integrated 
feferences to Christ's davidic ancestry. There were good reasons why images made after 
787 sought to incorporate such references to Christ's humanity. The Second Council of 
Nicaea established the justification of images as a corollary to the doctrine of the incarna- 
tion. ** Accordingly, the assumption that Christ had a perfect human nature both allowed 
and necessitated the pictorial representation of “all that concerns his human oikonomia,”’ as 
the council chose to phrase it, or “the events of the incarnation,” as Leo VI described the 
christological cycle of images one hundred years later. 127 
incarnation argument of the Iconophiles was | 
's life, for there could be nothing wrong with re 
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adition of church literature which 2 


with the chronicle of the siege of Hades 





argely founded on the historicity of 
presenting historical events. '*4 Early 


kat eixovifovar.”” Mansi, 13 284. For the Iconoclastic 
Position, see the translation of the Iconoclastic Horos 


; = - . y 
= Most comprehensive refutation of lcono- by S. Gero, Byzantine Iconoclasm during the Reign of 


stology may be found in the proceedings 
“session of | the Council of 787, where ie 
on is ae Point by point. A 
tthe Iconophile christolog- 
fefultation of a number of anathe~ 

y the Iconoclasts during the 
riconophile point Feiterates 








Constantine V. csco 384. Subsidia 52 (Louvain, 1977), 
68-94. Also, E J. Martin, A History of the Iconoclastic 
Controversy (London, n.d.), 1o1ff. See also 139. 

Above, n. 6.87. 

™ The so-called letters of Pope Gregory II to Leo 
the Isaurian and Patriarch Germanus refute that im- 
4g¢ worship constituted idolatry, arguing that images 
are pictorial records of first-hand human experiences 
concerning Christ and his martyrs. As such, they 
have nothing in common with “Greek myth-mak- 


—_—, 







in the controversy John of Dam 
ible. °° Theodore Studios rety 
perceptible by the senses. 11], 
as a way of arriving at “the ii 

The historicity of Christ’ 





imagery as early as 692, The famous 82nd Can 
representation of Christ in his human form “ 


Passion and His salutary Death, and the 
world.” Through such images the church 
which we have received” so that the truth j 


After 787, Theodore 


sition, place, time, shape, body." 


ing." Mansi, 12.960ff., esp. 963; also pc, 98.152¢ or 
Mansi, 13.96. This basis of distinction between idols 
and images had longstanding roots. It is used, for ex= 
ample, in a quote attributed to Basil of Seleucia at 
815. Alexander, “The Iconoclastic Council of St. So- 
phia (815) and its Definition (Horos),” 61, fragm. 21. 
Understandably, this argument was widepread in the 
early Iconoclastic period, as evidenced among others 
by the writings of Pope Gregory II and Stephen of 
Bosra. Ladner, “The Concept of the Image in the 
Greck Fathers and the Byzantine Iconoclastie Con- 
troversy 1gf This line of argument must have 
proved to be persuasive, for during the second Ico- 
noclastic period, Iconoclasts ceased to characterize 
images as idols, and called them “spurious” instead. 
Alexander, op. cit., 41, 44 

“John of Damascus, De imaginibus mm, PG, 
94.1344¢ ‘Auvapeda row eixévas mavray THN 
OXnudrov, bveiSonev.” 

© Theodorus Studita, Refutatio poematum iconoma- 
chorum, PG, 99.4490. “Taw alodnrov ypamrov.” 

"" For, as Photius has already explained, the 
knowledge, learning, and comprehension acquired 
“through sight is shown . - . to be far superior to the 
learning that penetrates through the ears. . . —!- 
deed much greater—is the power of the sight.” Pho- 
tus, Homily xv. 5-6, in Mango, The Homilies of Pho- 
“us Patriarch of Constantinople, 294f. Ieshould be noted 
that, according to its title, this homily was “Deliv- 
ered from the Ambo of the Great Church, on Holy 
Saturday (i.¢., March 29, 867) in the Presence of the 
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ascus had establish 
Tned to this Princip! 
ater Photius extolled 


to the recollection of Hi 
édemption which has ¢ 
gave “preference to the Gra 
i c in its fullest manifestation “sh 
before everybody's eyes even in Painting.”*s2 


Studios took this concept of the historical truth of tl 
further. He argued that circumscription is characterized 


While none of these agents of character 
to God, they all apply to Christ because of his incarnation. One more 4 


formulated to justify the use of images based on the circumscribability of 


























on of the Council in 


by “seizing, quan 


Christ-Loving Emperors (i.e, Mich 

1), When the Form of the Theotokos 
picted and Uncovered." Mango, op. 
not accidental that the inauguration of 
the Virgin on Holy Saturday becomes: 

interlinking the doctrine of the incarn 

defense of images, and their restoratior 
stasis of the Saviour. Within this con 
sight is extolled as the best means 
Truth. The relevant passage runs: 
age of the Virgin) is another shaft 
right through the heart of Death, 
engulfed by the tomb of mortality for: 
resurrection of our kind, bur t 





























raises along with herself the li 
Christ came to us in the flesh, 
arms of His Mother. This i 
proclaimed in pictures, the 
by means of personal eye’ 
spectators to unhesitating 
2 Mansi, 11.980. Mango, “ 


85. 












umanity of Christ—to para| 


































reality of the incarnati 
ion of its truth in images 
this atticude had its roots in pic! 
inst his contemporary heretics, ¢ 
d canonized it, As Theodore Studios 


me necessary to confes 
‘through the mouth, in the heart and the 


‘were anathematized as “con 
‘well as Christ of the Second Coming. 
While post-Iconoclastic Christolog 


yh 


should be accurate and take into account the 


shape, etc. Accuracy had long been the 
torial elements that could be misunderstoo 


doxy of images, 
arrangement of images was the 


4 Seen. 3.39. 

© Theodorus Studita, Antirrheticus mi, PG, 99.3920: 
“EL ob mepypantos 6 Xpuros, obdt madytis. "EE 
Toow yap 7 dmeprypdmry 10 amadis. "ANAG wiv Ta- 
‘Drds, Kad dyer Ta Adyur odKOIW Kai meprypaTrés.”” 

 ™ “Le Synodikon de l'Orthodoxie, Edition et 
entaire,’” J, Gouillard, ed. and trans., TM, 2 
lines 6xf.: “Tov Thy EvoapKov Toi Beod Adyou 
W AOYQ, OTOLaTL, KapBia Kai vot, ypadby re Kai 
rote, akawioy pamper.” 

by lines 138-140: “Tois Adyy pew ry Evorap- 
To ag Aéyou BexXowivors, dpav dé 






on ttl. Mansi, 16.161. 
Laypibur Edeipeos } row 


Vil. DEFINITIONS oFrT 
araphrase an argumen 
perfection of Christ’s human 

jon became such 
was equated with 
torial arguments 
he post-l L 
pointed out, Fe) 


. ; rejection of ¢ 
on of Christ's Passion," and hence, : 
5 “the incarnate acy te 
mind, in wrion| 


admil ity of the incarnation but cou 
ses ehaatine forming verbally, but mat 


y recognized images 


i i es of the 
ii recognized that the images \ 
en : various elemer 


and material reality with precision. oe ae oe sndidols Pic 
das fabrications of the artist's Imagination, or 
as “greek myth-making” were rigorously pro 
the Council of 787 made clear that the subject matter, disposition, and 
concern of the Church. The painters were to stick to the 
craft of image making," though this craft was sufficiently sanctified to require of artists 
to be members of the Church in good standing." 

The measures taken to ensure the Orthodoxy of the christological cycle are not spelled 
‘ouit in the proceedings of the Council of 787. However, it is fair to assume that the church 
Sought to buttress the historical accuracy of the images it promoted. '*' The pictorial evo- 
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tof Sinaites regarding not only the 

cure." ws 
Pee q vital part of the defense of images 
: a valid confession of Orthodoxy, 
such as those used by Sinaites 
d enhanced its importance 








conoclastic perio’ 
ection of im D 
he redemption of mankind. So it 
nt of the God-Logos through the reason 
¢ and in images. ”"'"° Those who 


ages amounted to a re- 


Jd not tolerate its representation in Images 
erially denying our redemption"? as 


as an applied confession of 
visible and created humanity of Christ 
ats that help describe a historical 


quantity, quality, position, place, time, 


hibited. To ensure the accuracy and Ortho- 


eixovwy moinats, GAK& THs KavoduTs EKKANTLAS 
Eyxpiros Veopoveria Kai rapadsoows avrov (1.6. 
Tov matépur) 7 érivow Kai 7) Tapaboois, Kai ov TOU 
twypadov- tov yap Cwypadou %) réxvy wovow 7 be bur 
TAELS TPObNAOY TaY Serpayevwr Tarépav. 

4° The seventh canon of the extremist Ignatian 
Council of 869 ordained that: “It is most useful to cre- 
ate holy and venerable images But this should 
not be done by unworthy men. Therefore, we decree 
that the men who are condemned and separated from 
the Church by an anathema should neither paint holy 
images in the churches nor should they teach in any 
Place as long a they do not abandon their error. 
Mansi, 16.164, translated by F. Dvornik, “The Patri- 
arch Photius and Iconoclasm,’ DOP, 7 (1953), Sqft. 

'* The importance of the fidelity of the image 1? 
relation to its Original is discussed further by Ostro- 


a 








lution of the theme of Christ's historical 

amined here was Particularly val a 
material reality of the incarnati 
nealogy was founded on the royal 
bility of the two kings as a referen 
tion of the joint portrait of the t 


iconography a balancing referen 





kings in the iconography of the 
tion, which could be interwoy 
ually came to be recognized a 


gorsky, “Les décisions du ‘Stoglay’ concernant la 
peinture d'images et les principes de Viconographie 
byzantine,” 1.2, 393-411 

* The stabilization of the feast of the Dormition of 
the Virgin no earlier than the ninth to tenth century 
may be cited as partial evidence of the growth of the 
cult of the Virgin during the period under considera- 
ton. M, Jugie, La mort et l’assomption de la Sainte 
Vierge. st 114, vii (Vatican, 1944), 212, 315ff. Also, 
A. Wenger, L‘assomption de la T. S. Vierge dans la tra- 
dition byzantine du Vle au Xie siéele. aoc 5 (Paris, 
1955), 10ff., 202ff. The Middle Byzantine date of the 
popularization of the feast of the Koimesis helps date 
accordingly a representation of the Dormition of the 
Virgin carved on a rock crystal in the Virginia Mu- 
scum of Fine Arts, Richmond, Virginia, no. 67-29. 
J. Beckwith, “Some Early Byzantine Rock Crys- 
tals,"’ Studies in Me mory of David Talbot Rice, G. Rob= 
ertson and G. Henderson, eds. (Edinburgh, 1975), 3. 
hg. 2b. The carving technique of this intaglio, along 
with its gold mount and chain resemble closely an- 
other rock crystal carved with the Anastasis, property 
of Dr. Norman Zaworski on loan to the Cleveland 
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ion. Moreover, 


house of David, probabl 
ice to the doctrine of the 


dition of the characteristic porti 
Resurrection. As a self-contained allusion to th 
€n into the fabric of the siege of Hades, their } 
San inalienable part which completed the the 


sage of the image, and added material proof of its accuracy 









































Museum of Art and the Victoria and Alb 
This example represents the cross-niml 
Christ holding a long cross-staff, which is 
planted on the figure of Hades, or the 
while Christ lifts the kneeling figure of Ad 
King David, and (?) King Solomon folloy 
Adam. Christ's cross-staff, the nwo kings, t 
or the prostrate and defeated Hades 
oclastic examples of the Anastasis 
four). This iconographic evidence 
similarity of the Zaworski rock crystal 
mond rock crystal regarding their cas 
gold mounts and chains suggest a date 
Byzantine period for the Zaworski 
well. However, their authenticity | 
atic, J. Beckwith, “Another Late $ 
zantine Rock Crystal,” Zograf. 1 
1-3. Beckwith dates both of these 
sixth century. 

© Ch. Du Cange, Familiae 
(Paris, 1680), H. Morita, Die Z 
tinischen Historikern und Chronisten 
1898). 
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e 
period had a strong preference 


ury shows that the ‘ 
isually in bust. Though 


ded David and Solomon t 
down to us, these types very prob- 


‘The surviving evidence of the tenth cent 
forthe first type of Anastasis, which inclu 


i » have not come sky) 
helena eG ent century.' The emergence of a fully developed 
ably continu 


; » Lectionary in the Lavra Skevophy- 
second type of Anastasis in the eleventh ay ‘a an Sea 2 e 
lakion, otherwise known as the Phocas Lectionary ( seen: ) 
~_ Anastasis, which illustrated John 1:1 1n Iviron oc haa 
nd type we meet after the : 
the third type of Anastasis to appear after that on fol. 82° 
ing Ps. 81:8 (fig. 44b). As we have already examined at some length the third type of Ana- 
stasis, we will concentrate for the moment on the second type, whose popularity in the 
eleventh century rivaled and at mes surpassed that of the first type. ; 
It has already been suggested that the second type of Anastasis was germinating as far 
back as the first quarter of the ninth century. The silver reliquary cross from the Sancta 
Sanctorum Treasure shows Christ dragging Adam behind him while holding a cross in his 
Jeft hand.¢ In the West, this early image of the Anastasis seems to have produced a number 
“of descendants, which we find among the Exultet Rolls, as for example, in Vat. lat. 9820 
! (fig. 20), Which dates between 981 and 987. Here Christ is again dragging Adam behind 
fim while holding a cross in his left hand. Though there are differences between the Ana- 
“Stasis on the silver cross and on the Exultet Rolls, the two follow the same basic line of 
ght: Christ does not pull Adam up, he drags him out of the underworld. It is not clear 
what ereumstatices inspired the fully developed version of the second type of Anastasis 1n 
Vt e dragging redeemer feels the need to turn his head and glance at the progress of 
toplast or, more often, at the beholder of the miracle of the Resurrection. Weitz- 
ested that this scheme followed late antique prototypes of Heracles dragging 
out of Hades. Schwartz traced it instead to Early Christian iconographic proto- 
msi unclear, however, when and by what means 
nie ‘ema with the tenth- 
re the parallel development of thes 


of Anastasis, sce 8f. 
Belion in Skevophylakion 
The Treasures of Mount 


),} support this idea. The former is 
uestionable miniature illustrating 


of the Chloudof Psalter illustrat- 


first eastern example of this type of Ana- 
century specimens of the first type, which 
€ two types in the tenth century at least. 






Athos, 1, fig. 6. 
* Seen, 6.94. + See nn. 1.66, 4-17- 
*Seen. 1.25. 





This, however, does not shed an 
materialize. The date of the seco 
first two antecedents, the silver 
from clear. 

At the same time, however, the earlies 
have developed aay aaa Specific components of the i 


some of which can be traced as f; 
Ss ar back as the ni 
the first type. ninth and tenth centu 


y further light on the: 
nd type's emergence re 
reliquary cross anes 






































Tue CHANGING IMAGE 


The Cross of Christ 


The most prominent motif of the second Anastasis type is the cross held by 
miniature of the Lavra Skevophylakion Lectionary this is a patriarchal cross | 
Christ for the benefit of the beholder at whom Christ is looking. The eross 
tiple role. It is the weapon with which Christ broke down the gates of Hades 
the Stuttgart Psalter, fig. 19), and lanced down the forces of evil (as seen in th 
Rolls). At the same time it is “the trophy” of the victory of Christ, who ii 


killed the enemy that resides in the flesh (i.e. corruption, death), killing along with it! 


(i.e. the devil and the original sin).* 
It is, moreover, 


the royal sceptre. . . . by means of which having killed you, devious snake, he 
the redemption of men, the end of death, the return of men to their country of ot 
tirement of the flaming sword, the defeat and the terror of the devil? 


Consequently, the cross, 
whose operation the rod (of Moses) presaged,* 


worked for us 


hich we were liberated from thi 
h, and we were deemed : 


the exodus from harsh Egypt, in the course of w 
ery of the earth, we left behind the oppressive Pharao 
and bearing the name of the people of God.” 


Leo VI, imp. Oratio x. Indominicam resurrecttonem, 
PG, 107.97A: “Xpurrbs 8 Gov tpomawddpos, Tis ob 
Tpodravra toi rowsroy TpoTraiov, mooi Kat davais 
Gkiats tO wiKNTH: ..-- Exrewe yap my Exdpav uv 
TN oapKi owaroxreivas air} Tov TAVIS RATED.” 

* Leo VI, imp., Oratio tx. In exaltationem sanctae cn= 
cis, PG, 107.938—C: “"Iéov jos ro BactAucor oRnmtpow 
ola Tavdi HyaTpévy bidwaw 6 Aeomorns. AE ob oe rov 
oKOMov Yavaracas Sb THY any ExapimaTo. - - 
duriv év yp pév BAacrncay . . . KapTov TOY 
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istically, his Easter Day 

Finecross: Ouaracteris ty” a 

’ o VI extolls fe Great Trophy Which Delivers from 
A ” but 

t entitled “to Easter, 5M! 


; | tion of Easter that 

ero) occu ition of honor 17 the celebratic a 

: cross, thus, alesse hi Resurrection theme in the celebration 
! d for the 


. ids to the position ebhonsr Dae ant of the formal ae seen. 
ie - = | n e@ Lavra = 

of the Stavroproskynes hal cross displayed by Christ x ae 
cross and the ‘Anastasis, the patriarch! hich the victory was won, as 


j ugh w ‘ 
far transcends i al weapon thro’ asi : ie 
‘ranscends its role 2s Berke ean of Christ. It functions beyond these 

el] as its role asa material reminder 


ity, like fthe rod of Moses, made 
lesa # i authority, like thato ees 
desea Be eae ct ence once more. The mate i Ww eee: and 
ee isk owe etki trophy which functions as the emblem of Christ's 
nstrum: joni ctifie 
instrument of Passion is san 
ci in his own hands. “ee 

Be aris motif of the cross develops similar! 
the Resurrection. The Stuttgart Psalter and the Exu 


i *s of evi 
o inst the sources 0 ; 
terial strength the cross as a weapon aga i sera 
: his shoulder like a soldier carrying his lance home after a b e at the 
ries the cross over 


: hee eviltet Rolls, as well as on the silver 
end of the siege of Hades. This is again seen ‘ye ah ME iarcces ance 
reliquary cross at the Vatican. In the last aaa I cect, eminder of 
elaps heal are Ae ess is In ve second Anastasis in the Lower 
Passion. Evidence of the transformation pee ‘ Meine sraditional serall 
Church of S. Clemente (fig. 17b)- Here the cross takes the P i a ee 
However, the position of the hand that held the scroll pemiains the same ee Reb 
cross is held very awkwardly, encumbering Christ’s hand, which is pulling c a y : 
wrist out of Hades. This development in the use of the motif of the cross (also w at sie 
by the Anastasis in St. Peter's, reputedly made at the time of Pope Formosus, fig. 17), as 
Gneides with a broader iconographic effort to incorporate in the image of the Anastasis spe- 
‘Cific allusion to Christ’s Passion. Thus, at Cimitile the nail mark on Christ’s hand becomes 

¢ focus of the composition. 

the early a century, the evidence of Christ's Passion afforded by the stigmata 
_ scemis to be taken for granted, but its visual importance decreases, The place of honor is 
"iow reserved for the cross, which is no longer the elegant symbol of the Passion encoun- 
S. Clemente Il, or in St. Barbe at Soganli (fig. 67). Instead, it is the powerful pa- 
eet Gross held out by Christ for everyone to see and recognize as the “royal sceptre.” 

choice of the patriarchal cross, rather than the cross with a single cross-bar, seems t0 
n dictated by the interpretation of the patriarchal cross as a reference to the actual 
ss: As such, the shape chosen for the cross in the second type of Anastasis adds to 
a} of sovereignty ahistorical as well as a liturgical dimension. Historical, because 
nal cross seems to have emulated the True Cross, and liturgical, because this 















































context of the iconography of 


y in the 
Itet Rolls demonstrate literally the ma- 
1." Christ, therefore, car- 


as HAevepoinner, Kai hid Mees on apiov 
kai 2 - PG, 107.96c; “Eis 7d péya Kat owrTl 
Beoi ads elvai re Kai 


kati tov Pavarou tpdra.ov.”” = 
" For the following references, see chapter four 










type of cross was firmly established b aa 
acceptable for devotional purpose aca 
Anastasis as his royal sceptre through Vise Tay 


gical reality he effects the salvation of mankind. > 
also complements the pictorial moti Thus, the 


function as reminders of the doctri 
transformed from a weapon and a 
over all past and present creation. 



































The Topography of the Anastasis 


Christ's Sceptre Cross, whose use unleashed the divine energy of the Logosat 
the Resurrection ties in with another motif of the Anastasis, which i fully 
the eleventh century. T his is the motif of the two hills flanking Christ in the 
voph ylakion Anastasis (tig. 80) and other examples from the eleventh century. 
Evidence € of interest in aspects of the topography of the region where the | 
place was first noted in the early ninth century. During most of the ninth centu: 
terest focuses mainly on the darkness of the underworld, which is generally > 
interior of the earth. By the early tenth century, there is a tendency to add to thi 
topographical reference some description of the region of earth immediately a 
Thus, both the Baptism-Anastasis icon at Mt. Sinai and the Anastasis miniature 
berg-Herzog Collection add a prominent mountain behind Christ and place 
of Hades at its root (figs. 63-64).'* A comparable though confused interpretation 
be intended for the rocky formation which borders the right side of the fenebrae’ 
stasis miniature of the tenth-century Leningrad Lectionary (fig. 62). This to 
allusion to the regions immediately above the smashed gates of Hades 1s con 
in the Lavra Skevophylakion. The sarcophagi border both the tenebrae, as well 
the two hills flanking the figure of the rising Christ, and the narrow passage 
underworld. 
To comprehend the meaning of the motif of the two hills, common 

from the eleventh century on, we must go back to the sceptre cross of Chr 
early date onward, the power and operation of the cross had been co} 
and operation of the rod of Moses, which paved the way out of Be 
host of the tyrannical Pharaoh. Similarly, the cross brought turmoil 
the earth... tore the stones apart and brought about the readmis: 
Paradise" after raising him from the lowest depths. The sceptre 


" For the widespread use of the patriarchal cross 
for portable reliquaires, sce Frolow, Les reliquaires de 
la Vraie Croix, 124ff. 

* Scenn. 7.30, 7.51. 

* Seen. 6.13. 

's Romanos Melodos, Canticum vun8, in Analecie Oo 







Vill. THE 


vil 48 for after the death and 
he palaces of Hell were emptc 
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etrothed to the Heavens,” wiv 
God, arose three days later as the sun of ri 
"These two hills, which are divided by ¢ 






‘rending of the earth, and the uncovering 0} 
he rose as the sun of righteousnes 


exodus. ** 


tains in twain, the iconography stresses 





Tavs vexpovs of Bowel pov “Ady, xaréAuBe; 'O ‘Adaw 
yap ixepixer mahw ris the mapadewor.” And An- 
drew of Crete, op. cit., 10160: “Ta bi werd rov ora 
pov, dis doBepa Kai mapaboga; Olov, . . . yi) weopern, 
Buidos overreANOpevos, bpn oxulopeva.” 
© John of Damascus, Jn Sabbatum Sanctum, pc, 
96.6206: “Kai Rbpifev G50 muAwpés, kal dvexaddbin 
rie ris olxoupérns Depédea.” 
‘'Tbid., PG, 96.621a: “Now olpavds 6 Gdns ye- 
yernrat, Kai dards miypovra: th KorayVivur, Kai ro 
ardros Th mplv Buixov bheviverat, Kai ois rudbdois 
“GuaBholus Biborar. Tois yap kv oxdrer Kai vxca Da- 
‘warov Kainwévo.s, dvatody &E ious émédave.”” (Luke 
‘1.78£) Also, John of Damascus, Easter Canon, PG, 
p “Nov maura memdrjpurar dwris, ovpaveg 
Kai Ta KaTayBOvi,” 
us, Homily xi. Mango, The Homilies of 
of Constantinople, 21 $f: “He is cruci- 
and is buried, and the earth quakes in 
t curtain of the temple is rent, and stones 
- and the sun is covered with much 
grieved and darkened and sorrowful at 
ion these works of creation all but 
wailing the affront to the com- 
lly expressing by their condition 


Ibid., 1942 ""The earth takes 
‘the sadness of the pas~ 
ne pregnant and bring 
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1? Then Hades became eal ee christs 


d and di ap 
so The earth was purified, 


hile Christ, the 


ghteousness.”' } m 
he darkness of Hades in the illustration of the 


Reese eacte. 4 i tionary, : 
‘Anastasis in the Lavra Skevophylakion See cuudition of the world which took place 


‘while Christ lay buried. * They also offer evi 


s after despoiling Hades and freeing its prisoners by 


‘means of the cross, which had paved the way 





eptre cross of Christ shook the earth, 
oe des and uncovered the foundation 
aa on the subterranean regions were 
hich made the earth quake in 
estroyed, ruined by the sufferer’s victory, 
21 the dust on the ground 
wisdom and Word and power of 










































stand, therefore, as evidence of the 
dence of the path followed by the Logos when 


as had the rod of Moses at the time of the 


By incorporating in the image of the Anastasis reference to the topographical changes 
effected by the shaking of the earth, the shrinking of the deep, and the rending of moun- 


that “creation did not ignore its Lord and 


forth the dead and the palaces of Hell are emptied and 
abolished, despoiled by the Sufferer's victory, while 
the human race—this was the Lord’s goal, for which 
He endured sufferings and death—is delivered from 
that bitter and ancient domination 

‘John of Damascus, In Sabbatum Sanctum, pc, 
96.620A SeororKe 


“Ti éoeiero, TEptpPawvouern 


aipor, tov elbwiikav AvIpwv éxtwacrcopérn tov 
onidov, kai Tepiyapas oKipTaca Thy Kavapaww.’ 
* Georgius Pisida 


2.1375: 


In Christi resurrectionem, PG, 


'O dbpaypos Hpdn Kai rd Kévrpov EbdIapy 

Kai ravra kowder kai oveqAdov ai dices 

Kai ods xaneprns odpavois pinoreverat 
Kai Mvedpece has appaBova \apPaver 


Kai yivetar pas i yewdns ovcia, 
Kai Carex bade 9 redpardns aidan 

* See nn, 2.16 and 3.98. 

4 Seen. 8.19. " 

» The parallelism drawn between the Exodus from 
Egypt and the exodus from Hades is also reflected in 
the inclusion of Exodus 13~15 among the Old Testa- 
ment readings of the Easter Vigil. Bertoniére, Charts 
A.2, €.2. 

“Andrew of Crete, In ramos palmarum, PG, 


97.1016¢: “yA Tewpévn, Bvddos cvoTeddcpevos, OPN 
oxopeve,”” 


—_—, 






THE CHANGIN % 
Maker."*? The implication is, of course, that the two h 


one single mountain previous to this carth-shakin 

as a mountain split into two at the time ofthe 3 eXPerience. The 
cartography. Accordingly, all cross-sections of the had its | 
manuscript of Cosmas Indicopleustes sh. earth in the: 


i iow the ay J 
top.** When rent in two the torn areas wnat ee oe m 
most examples attempt to givea rugged and ke eo 'y be a 


in the Leningrad Lectionary) and to the two hills flanki Christ 
Gregory, Dionysiou, cod. 61).* In the case of the Lavine : d 
two hills are unrealistically shown as smooth. The emphasis een 
righteousness rising between the two hills against a dazzling gold bac cer 


therefore, that the rending of the mountain of earth is a familiar motif of the 


ready schematized by the early eleventh century, a suggestion further sup 


preliminary efforts of the first half of the tenth century to include a reference t 
tain of earth behind the figure of the rising Christ. 7 

The understanding of the two hills flanking Christ which is offered here is 
later examples. The Palaeologan interest in the subtleties of naturalistic p 
coloring often translates the Anastasis in more explicit pictorial terms as the r 
sun of righteousness out of the dark chasm of Hades which is gaping at the rooto 
mountain. One such example is the representation of the Anastasis of the Church: 
stos in Veroia, the work of the painter Kalliergis dated at 1315 (fig. 87).2° Thor 
expansive use of realistic perspective is out of the scope of the eleventh-century 
tionary, it nevertheless confirms the interpretation of the two hills that flank th 
the rising Christ and frame the equally symmetrical groups of the immediate | 
of the Resurrection. 



















































Abel 


In the case of the Lavra Skevophylakion miniature the beneficiaries of the: 
divided into two groups of three. Adam, Eve, and Abel the Shepherd to the 
rising Christ are balanced on the other side by David, Solomon, and the iP 

only Abel has not been encountered in the Anastasis up tll now, His 
staff make his identity clear. Though his inclusion never beceuines vil 

raphy as that of David and Solomon or John the Baptist, Abel's appearan 
ure of his mother is not infrequent during the eleventh bess s 
fered by Paris gr. 74, fol. 60". Homiletical literature explains once 


Indicopleustés. 








* Above, n. 8.20, and Theodorus Studita, In San- 
tum Pascha, PG, 99.717 B-C; “4 bé KTions ObK NYVONTE 
Tov Ears Aeormorny Kal Anpuupyov.” 

* Vat. gr. 699, fols. 41°, 42", ct al. Seen. 7-102. 
Also, W. Wolska, La ropographie chrétienne de Cosmas 









VvENTH CENTURY 
yin. THE ELE! homily of Pseudo-Epiphanius presents Abel 
The ho nd describes him as “the first dead and 
risoner by aa sis slaughter of Christ the shepherd.”s: 
ed Ee enct Chris, bur it is stressed that whereas 
ed tO 














yrdom of Abel is compar well as a God at the time of his sac~ 
Abel was only a man, Christ was a man as We h the blood of Abel, it was so 


d wit! 3 
Although the earth resented being an While the blood of Abel, the most 


izhted down by the blood of Christ it rippe ion, intercedes, the blood of Christ, 


a ivedii Id dispensau . 
FR ecer a cos Rs dispensation, ransoms mankind and pleads its 
SF pe of Christ, he 1s a Christomimetes.** 


already asserted by the core of the 
os, which is stressed by the char- 


































dl most righteous of those of t 

‘cause. Abel is, therefore, more than a ty 
‘The ifiaihdon. of Abel confirms a 2 dele ‘cape 
na iturgical idea of Christ-Amn . 

 seaieai snd multiple pictorial references to Christ’s Passion. It 

acteristic ges 

q idea of the Anastasis as the he 

ae ia eid His presence underlines the difference between the conse 

ites unjust death, as opposed to the unjust slaughter of Christ, the man-God of 

the new dispensation, whose death ransomed mankind. 


rising of the sun of righteousness from 


Eve 


Throughout the period we have considered Eve has assumed a secondary role in the image 
Of the Anastasis. To start with, the Anastasis can take place without her. This is the case 
With the early cighth-century Anastasis of the Chapel of the Forty Martyrs at S. Maria An- 
figua, This attitude apparently continued until a much later date as witnessed by the Stutt- 
Bartivory casket (fig. $7), and the Patmos, cod. 45, an illuminated manuscript of Gregory 
dated in the eleventh or twelfth century illustrating p. 34 with the second type of Ana- 
‘stasis. Though the omission of Eve is not a common occurrence, her pleading attitude is a 
must. Equally uncompromising is Christ's studied attitude toward Eve: he never comes in 
contact with her before the emergence of the fourth type of Anastasis, which flourished 
during the Palacologan period. What is more, he does not seem to be aware of her exist- 
' . At best, he keeps his distance from her during the time period considered here. 


43.4520: “VEKei “ABed 6 mpwroidinros, Kai 
Pearoyitie Xpwrov roipwévos rimos ms 
ns.” See also, Proclus, In Paraskeven, PG, 


™ Pseudo-Chrysostom, De 
62.719-722: ““Arnpédn 6 “ABed 6 mpatos THs biKato- 
Oiins KpvE ... év mOARoIs pyunTis Tov Xpworrod 
yevouevos. Evipioxw yap ov dyov “ABed ToAAas TOV 
Xpurroi eixévas befapevov. "EBonoe Kat TO aipa 
Tov “ABEX. Bow Kai rd alwa Tov Xpurrov. “AAX’ bxeiwo 
Bog évrvyxavov, roito Be Boa ikacpov dépov TH 
Kony... To yap alpa Xpiorod pavrurpos Ths olKoU- 
BEUNS, 76 ala Xpurrov Nitpov Tay avOpwrav.” Fe 

*G. Jacopi, “Le miniature dei codici di Patmo, 
§80, pl. 5. For the Stuttgart ivory casket, n. 7.91. 


sacrificiis Caini, PG, 


Melodos, Canticum XVI.6, Op. cit., 
Ins. Pascha, 86, 65.793. 

, : fridvanum resurrecti- 

30-824: "O91 alua ... “Ager 

airy otros Soov ‘lovdain, 76 

Ata yap tovz0 Kai 

toa adoow om obris 


a Ter 


—_—, 





THE CHA! 

The key to the condescension shown towa: 
in the original sin, which determin 
Studites says in his Easter Homil. 
deceived by the snake. Though 
transgress, which he did. So bor 
time of Adam to that of Moses 
of affairs, Christ willingly sub 
cross) he cured the original sin 









water which signify the drink ofimmortalj 
of Christ may cure the pain of Adam's side 


sorrow came to an end+ when “life gushed forth from (Christ's) side; for it 


Theodorus Studita, In Sanctum Pascha, PG, 
99.71 6B—€ 
"Evin Kai AGyxn Ti mAevpaw, Bua Thy bx rhe mheupas 
roi ‘Abap Andieuray ywaixa éneBn yap 6 bdis thw 
Ebay irarncen, 7 be Ete tov “Abap tapopnvar Tape- 
oxevacer, bEnADEY bn aréhacis Kara Tov Gudorépav. 
Kai éBaci\sveer 6 daveros a7 “Abay péxpt Matotos 
kal éri Tovs UN Guapricavras. Ava robro titpmorKe- 
tat 7) TAcupa, wa podwpev bre od pévov dvipaow 
iveyxev cwrnpiav 7a mados Tol Xpurrov, Gkka Kat yur 
vougl- “Aba yap mparos érhaodn, elra Evo Kai 
"Aba oUK rary, 7 be yurh ararndeura bv wapaha- 
owe. yéyove: Sadnoerat 6 bt Texvoyovias THs dyias 
Mapias airy yap tov Lwrnpa Xpurrov érexviraro 

bux rovrny oly THY mpédbacw Kai % meupa 

TAngoerat tov Xpurrov, wa kal Ta mpoeipnuéva 
puorypiov tov Barrioparos 
KnpUXON, Kai 7) xapts h MEAAOVETa haul. 
This text appears verbatim among the spuria of Eu- 
sebius of Alexandria, In triduanam resurrecionem Do- 
mini, PG, 50.822. For the homily of Pseudo-Chryso- 
stom quoted by Theodore Studites (P¢, 99-709D— 
712C), see Pseudo-Chrysostom, In S$. Pastha, PG, 
59.721-724. For the use of this homily in the monastic 
tradition as part of the Easter Sunday orthros, follow= 
ing the kiss of peace, and often after the First Easter 
homily of Gregory Nazianzenus, see Bertoniére, 278, 
227, 243, 273, 160 n. 4. Theodore’s homily Jn Sanctum 
Pascha is also published by A. Mai in Nova Pateun Bi- 
bliotheca, v.3, 24-33 

* John of Damascus, In Sabbatim Sanctum, BS 
96.620: “Kai Aoyyy mAcupé wirrerae tou &x meupas 
rol “Abau ry Evay Syuvovpyioavros, Kai mnyatet 
Veiov aiva xai tdup, Téa &davacias, Kae avawNae 
Tews Barra.” 


oixovonndn. Kai 7d 


es her status at’ 
y. Eve was taken from A 
she did not deceive Adam, 

h of them were condemned, “and 
even over those who had not inne: 
mitted to crucifixion. Thus, by 
. which had b itted through 
of Paradise). Christ was also pierced on ant ie ee 

ty and the re-creating bapti 
1 hE: Eve.* Through this Ch: 


that his Passion achieved salvation not only for men 
i 




























side (whence flowed th 


but for women as v 


* Pseudo-Epiphanius, In Sanco 
PG, 43.404: "“Yrvwoa ty rp 
buixdny the mhevpiw, Bue oe tov 
brvicavra, rai ry Ebaw tk mhevpag 
bu) mAevpie idcraro rd Ghyos THE heypas.”” 
" Above, n. 8.36, and PG, 99.7216. 
bius of Alexandria, De baptismo. De 
1.3730; Cosmas of Maiouma, Canon 
Anthologia graeca carminum christian 
and M. Paranikas, eds. (Leipzig, ‘ 
184f, and in Triodion Katanyktikon, 733: 
ain 7h Eig Avrpotwan moryyern.”” 

“ Romanos Melodos, Canticum xvi 
in Analecta Sacra, Spicilegia Solesmensi, 

































Tis Exdpas thud rie 
Tis Bias Arend 10 60 


Also, Pseudo-Epiphanius, op. cit. 
Leo VI, imp., Oratio x. In 
PG, 107.113A: “Tow “Adap ¢ 
Admrny fyueebew els yap.” 

« Romanos Melodos, C 
Triumpho. In Analecta 











th blessed daughter of Eve. 
child-bearing ability: 
Mary. and her son. 


SENTURY 
mother of tho 
it through Eve, 


se born again to Paradise.+" 
the first mother, was now 
4 So, Eve, the mother 
More specifically, she was 
Christ, whose sacrifice had 


5 well as in the story of the Fall. She 


eS, f the Creation, 4 
ee i them both to the insatiable Hades. But, as Theo- 


"S responsibility for the Fall was 


nyt? an 
3 «ved. while A was not. Eve 
deceived, whileAdem Id take second place in the Res- 




















y.to Adam’s. Itis natur 
ny texts gloss over 


yn her name. Her position int 
luring our period: Eve may be 

the kneelin 
the second protoplast, appears to be rising out 


stands immediately behind 
slast by the hand, his mate, 


Pthe first. Asa result, 


fam, who sinned conscious 
accessory to the Fall. 











corns baw maha, 
dpi Noy od wow 
OKOD KEpOUPURL 
ri peidpa Bhuoraver. 


‘Op. cit, PG, 43.4528-C: 
pay ‘bduvav Nicrac mroped- 
Iu dormitionem Deiparae, Pc, 
Ms mpounropos Kias 6 Ya- 
re, viv Ge TH pakapia 
expovoral, kkeivev &K~ 
rebiEaro: cryaAA urdu 
bvribous B6fav Ka- 


ql that she shou 
Eve's participation 11 1%, 


the hierarcy of re-creation retr 


nercy of the Logos appropriately concentr 
} ly, as opposed to Eve, 


‘of the Anastasis focuses Christ's 

ye second place in the scheme o 
s the story of the Creation, the Fall, and the re-cre: 
by the early eleventh century contributes to the consolidation of Eve's 
the Anastasis. As we have seen, the blood of the righteous shepherd 


and some examples do 
he iconography of the Anastasis reflects the 
omitted, but more often than not, her sup- 


g Adam. So, as Christ is raising the 


aces the process of Crea- 
ates on the most culpable of the 
whose deception made 


attention on Adam, the first created and first 
fredemption throughout our period because 


ation of man. The addition 


looked upon halfas charitably. See, tor example, Ana- 
stasius Sinaites, Quaestiones, PG, 89.625-637, where 
her mistakes are enumerated. The same mentality 
governs Canon 70 of the Council in Trullo (Mansi, 
11.973), a5 well as the words of Emperor Theophilus 
to Kassiani during his bridal contest “Through 4 
woman evils came to man.” Her proverbial answer: 
“But through a woman better things happened” was 
considered sufficiently impertinent to disqualify her. 
The translation is by W. Treadgold, “The Bride- 
Shows of the Byzantine Emperors,’’ Byzantion, 49 
(1979), 403. 

4 Romanos Melodos, Canticum xiv.11. De Virgine 
juxta enicem. Analecta Sacra. Spicilegio Solesmensi, 104 

‘Yrd dkpacias kai ddndayias &ppwormaas 6 "ABGH, 
karnvexdy els Q6ov Katwrdrov, Kal Exel tov THE 
Wxns mévov Baxpier. “H radawa Eva, rovTov bxb- 
bdfaca thy dragiav, civ tovrTw orevaler ow abr@ 
Sppooret, Wa Koi cupped tov dvdarreL iarpov 
Tapayyeriav.”” 











































Abel, the son of Eve, interced 
the blessed daughter of Eve, 
as well as an ancestor of the Vj 
ability of Eve is offered indirectly = 


The second type of Anastasis, as known from 
mary emphasis on the rising figure of Christ. 1 

is demoted to an academic description to : 
present, the dark Hades lies bound and impotent in 
original resistance to Christ's onslaught illed 
foot, a motif sometimes borrowed fab. 
throughout this period, as in the Anastasis in feo 

at Daphni (fig. 85). The raising of Adam shot : n 
of the image. Adam does not merit now the total a es | 
behind Christ often without even a glance, his ice 
forts, but their result. Consequently, the aet ona pen 
its importance is played down. Its place is taken Speed 
Christ triumphant, holding his sceptre-cross and stridiny 


saic at Hosios Lukas (fig. 83), when compared to some elev 
first type, as the mosaics at Daphni and Nea Moni at Chios, illusi 


takes the remaining narrative components of the image for gran 
Just as the ninth and tenth centuries favored the first type of 
tury shows a marked preference for the second type. Its popul 
of the eleventh century throughout the empire, as attested 
Hagia Sophia in Kiev, and Karabash Kilise in Cappadocia.* 
this type from Constantinople to the provinces in the first 
confirms the suggestion that the second type of the image 
vious century, even though no examples of this phase hz 
the image continues to flourish alongside the first. Actus 
about the choice of the one over the other. The twoare us 
same basic iconographic vocabulary and its variations. D 
a vital component, and their prominence increases. | i 
three-quarter length, and their sarcophagus moves d 
Adam and Eve. Thus, the theopatores no’ 
David and Solomon stop offering oe 


” Por Hagia Sophia in Kiev, seen. 6.126. For Kar~ 
abash Kilise, which dates at 1060-1061, see Je ha “a 
ion, 1.1, 333ff and pls. 195-206, Also, Restle 
figs. 456-464; N. Thierry, “Etude sty 














TURY 
__ orist may be seen here re-creating 
7 ¥ Pert, and the figure of Abe} 
stl ey ace groups of older and younger men 
1 cl abl them; Eve, the mother of al] 

ara Ea ioal figures of kings may be occasionally 
0 man. é tributes that may help us identify them 
figures bears a usually seem t0 rise out of the same 
that sitied are not the anonymous dead, but 
Inearatore EE during the eleventh century the first 
in the Anastasis. Sng ni) and the motif of the two hills 


ae t Daph 
t the patriarchal <A odatamaa din the context of the second 
between the first and second types of the 


587), which were first encounterc 
—§87), Wi 


the iconographic differences 
vet neutralized. 






















‘Tue ANASTASIS IN Eeventu-CenturY MONUMENTAL 
Mosaic DECORATION 


ecome the indisputable feast image for Easter 
ina variety of liturgical contexts.° Nevertheless, its use, which shows the 
tradition as its iconography, does not violate the proper chronological se- 
christological cycle, despite the preponderance of Easter over the other 
the Lord.” Both the feast and its image continue to be regarded in the context 
¢ of the incarnation and its historical reality as reenacted within the liturgical 
fthe church. However, the christological cycle may be manipulated so that 
is further correlated with other scenes in the cycle, thus varying its focus and 


century the Anastasis had b 


f semicircular squinches (figs. 81-82).s! The four arches mark the 
axes of the church, while the alternating squinches diagonally 
of the square, making it an octagon of unequal sides, On this archi- 


torsofMankind Constantine Monomachos. The mosaics were exe 
cuted between 1042 and 1056, Lazarev, Storia, 134- 
136, 150, 178 n. 80 with previous bibliography. Also, 
Demus, Byzantine Mosaic Decoration (London, 1953): 
figs. 13b and 43b (groundplan). Ch. Bouras, “Die In- 
sel Chios,” Alte Kirchen und Kloster Griechenlands 
E. Melas, ed. (Cologne, 1972), groundplan p. 249 
ea Idem, ‘H Néa Mor ris Xiu (Athens: 
1981). 





TN MO) 
tectural layout, which emphas 
selective feast cycle. It starts on the n 
clockwise with the Nativity, the | 
tion, Crucifixion, Deposition, ang 
which practically duplicates that of the} 
tation of the Entry to Jerusalem and the Was] L 
plements to the main feast cycle are taken out ¢ 
dentive zone, while the scenes composing the abk 
pendentive zone are further organized andes 

The axes of the church taken by the shallower, w 
display four fundamental scenes of the christological 
fixion, and Anastasis. These scenes are grouped in tw 
marking the axes of the church, which cross under the cente 
figure of the Pantocrator. The two pairs are: the Nativ: and ¢ 
west axis and the Baptism and the Anastasis on the south-north 
Nativity-Crucifixion requires little explanation as 4 synoptic 
incarnation, and hence, of Christ's human nature. Similarly, th 
Anastasis, already analyzed, may be considered an equally syn 
of re-creation and redemption, and hence, of Christ's divine 

The combination of the selective cycle of the pendentive 
out encourages a twin reading: first, as a historical narrative o 
gos, which traces the periphery of the base of the dome with 
an exegetical synopsis of the doctrines of the incarnation, redemp 
natures following a reading that traces the sign of the cross against 

Moreover, there are recognizable liturgical overtones in the latte 
the sign of the cross following the main axes of the church. Th 
reflects the familiar practice of performing the sacrament of Ba 
Easter Vigil and its allusion to redemption through Chris 
tice resulted in the alignment of the images of Baptism and 
in the pictorial arts. Similarly, the Nativity-Crueifixion p 
nation may be associated with the performance of the Eu ha 
scenes are only part of the longitudinal pictorial axis of the cl 
aspects of the doctrine of the incarnation culminating 
rated by the Eucharist. The longitudinal axis of the cl 
intimate scale. Here the medallion of the Virgin, at 
toa figure of Christ above the entrance to the na ¥ 
by the maternal grandparents of Christ, Joachim a 
Younger and St. Theodore Studite, two samts OF} 
fended images on the basis of the doctrit 















































» Demus, op. cit., $8. 
® A. Grabar, M. Chatzidakis, Greece. 
Theodore Studites in Byzantine Art,” 































‘TH CENTURY 


l Body. of the church with the Crucifixion-Nativity 
inates analyzing the dome Pantocrator. Tt culmi- 
“Orans dominating the apse, below which the mystery 
‘the historical and theological content of the Nativity- 
Be . js integrated in the pictorial and architectural lay- 
skes the liturgical practices which embodied these doc- 
substance in the framework of the acts of worship per- 


Anastasis mosaic at Nea Moni which is of particular interest is that 
» be differentiated from his father in terms of age. However, unlike 
Syzantine appearance as a beardless youth, he is middle-aged, has a 
nbles a number of eleventh-century imperial portraits: those of 
those inscribed as Votaniates.** Given that Monomachos was the 
n ‘itis possible that this iconographic departure from the standardized 
Solomon was intentional, and that the portrait of Monomachos took 
yn in the image of the Anastasis.° Attention is drawn to this departure 
application of the pictorial motif of the colored haloes for the two 
hit red halo and Solomon’s bright blue halo were familiar in the context 
witnessed by the Lavra Skevophylakion Lectionary, where the emper- 
ndered in light pastel hues.*? Similarly, Solomon has a brilliant blue halo 
miniature of Solomon and Jesus Sirach which dates from the tenth cen- 
‘colored haloes in the Anastasis, which are not always red and blue as in 
ere, has been associated with imperial iconography by Mouriki.‘? Her 
‘of Nea Moni promises to shed more light on this example of Ana- 
add an imperial layer to its historical, theological, and liturgical layers. 


rtrait of Monomachos isthat on fol. 222° of Vat. gr. 7$2 illutrating Ps. 71. This 
igia Sophia, Thealterations, manuscript, which dates to 1059, has been recently 
mosaicheadhas been submit- recognized as a carrier of contemporary political 
mber of questions about its events. I. Kalavrezou-Maxeiner, “Silvester and Ke- 
eee ratte explain the roularios,” XVI. Internationaler Byzantinistenkong- 
Oikonomides, The Mo- ress. Acts u, JOB, 32.5 (1982), 453-458 

1X and Zoe in Saint So- _* Spatharakis has renewed the proposition that the 

19 232, Other Surviving four imperial portraits illustrating Coislin 79 may be 
onomachos come from identified with the predecessor of Nicephorus Vota- 
raki The Portrait mH niates, Michael VII. Spatharakis, op. cit., 107ff., figs. 
den, 1976), 69-76. 

F Monomachos *D. Mouriki, The Frescoes of the Church of the Sa- 
32)-John Mav- ee near Alepohori in Megaris (Athens, 1978), 38 0: 
180. 

¥ Above, 204. For a color photograph, The Treas- 
ures of Mount Athos, in, fig. 6. 

* Above, n. 7.118, 

” Mouriki, Op. cit., 36ff. where the subject of the 
colored nimbi is examined, 














































The prismatic and multifaceted 2 
unique. In a different Way it is also applic 
(figs. 83, 84). Here the Anastasis isionthe 
sponds to the mosaic of the Crucifixion in the north’ 
selective Passion cycle, which includes denen 
the Doubting Thomas on the north and south walls of t 
and the Anastasis are distinguished in this cycle bees 
above the north and south doors leading to thenave. Theh 
Christ holding the Gospel book open at John 8:12: “I am th 
followeth me shall not walk in darkness, but shall have the li 
to it with the same gesture the Baptist uses when pointing | 
breviated Passion cycle in the narthex, and the coordination 
stasis lunettes with that of the image of Christ above the three do 
east narthex wall, suggest a double reading for the Anastasis: as p: 
and as a counterpart to the Crucifixion together with which it 
Of these two associations, the most important is the alignmen 
Crucifixion as pictorial attendants to the image of Christ, the Li 
joint guardians of the passage into the church. 
The bust of Christ does not stand alone in the central bay. T 
narthex into three bays show six apostles led by Peter and Paul, 
correspondingly. The eastern and western quarters of the cro 
have medallions of the Virgin and the Baptist, which are aligned 
while Archangels Michael and Gabriel stand guard on the nor 
of the cross-vault. The longitudinal axis formed by the portraits 
gin, and the Baptist, who gestures in the same way as Christ, culmi 
of the west wall above the main exit from the narthex to the cout 
five saints trace the outline of the lunette above the doorway. 
which corresponds to Christ's face, shows St. Akindynos (Ds nee 
either side by the portraits of Sts. Aphthonius (Abundant or t 
rus (Bearer of Hope) to the north, and by Sts. Pegastus (He Wh 
podistus (He Who Cannot Be Impeded) to the south, The s 


¢: 















 Lazarev, Storia, 151, 178 n. 81 with previous bib= Luc," CA, 
liography. E. Diez and O. Demus, Byzantine Mosaics mosaics at 
in Greece (Cambridge, 1931). E. Stikas, Té oikobout “ For 
KOv xpovikdr THs Movns ‘Ootov AovKa buxidos (Ath- 
ens, 1970). Idem, 'O xrézwp Tov pee re 
‘Ociov Aova (Athens, 1974-1975). Stikas proposes 
date during the reign of Constantine Monomachos | 
between 1042 and 1056. M. Chatzidakis, “ 
dela date du fondateur de Saint-Luc,” CA, 
127-150. Idem, “Précisions sur le fondateur 
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; d out of the church is 
F tral doorways into an é 
e across space and above Ecchi who are commemorated as a group on 


pmannes,of these imiisto™ © characteristics of Christ as the Light of the 
stand for some reece! life of redemption for his followers. This 
} 1g 


; idi inciple of the decoration of the 
‘Christ's identity seems be the guiding princip 

le asenity'§ Si Be ar ibove the main entrance to the nave marks 
I narthex bay. The image o| eee his followers should take in and through the 
hysical and spiritual path to redemption : ao 

f P Jes guarantee the teaching of the road to salvation. ne medal- 
ae i cps guarantee their intercession, while the names of Christ's 
ato are deemer’s qualities. 
in exit spell out some of the Redeemer s q » 

I ee sire Anasesis that flank symmetrically the bust of Christ (the Dan- 

Pe tocar Hope-Bearing, Gushing-Forth and Unimpedible Light of the World), 
m a , 


Raat jon to the latera 
ee opevarnitecura space shows that their traditional pictorial pairing 
as cause and effect is maintained. The Crucifixion and the Anastasis are combined here as 
‘apictorial exegesis on many interdependent levels, synthesizing a prismatic interpretation 
bf the essence of the central image of Christ, the Light of the World. Ona narrative level, 
the depiction of the Death and Resurrection confirms the historical reality of the Re- 
deemer. Ona theological level it proves his two natures, which guarantee redemption. On 
a liturgical level, they serve as feast images, drawing attention to the celebration of the 
Death and Resurrection of Christ on Holy Friday and Holy Saturday which mark the peak 
‘of the liturgical calendar and its promise of individual redemption. 

Beyond interpreting the essence of the central image of Christ, the synthesis of the three 
‘mosaics is linked with the typology of their architectural context. Their position above the 
main and side passages to the nave makes the three mosaics guardians to the entrance to 
‘the church. The Anastasis is a vital component of this complex scheme, not by itself, but 
‘38 d counterpart of the Crucifixion. Though the two images are not detached from the 
ader christological context (because of the inclusion of the Washing of the Feet and the 
1g Thomas), their narrative value is secondary. Their context also makes second- 
ir exegetical value as proof of the doctrine of the two natures. These images are sub- 
ite to the representation of Christ as the : 
ption, which is of immediate value to the fa 
ng redemption. It appears, therefore, 
Pair as a reminder of the redemptive 
of Christ in the mysteries of the 












































Light of the World and its message of re- 
ithful about to enter the church in the hope 
that the liturgical value of the Crucifixion- 
power of the reenactment of the Death and 
church is the main aim of this arrangement. 


‘comparable group of saints 
complementary con- 
norated together on the 
Ha, Pistis, Elpis, and 


Agape, SCp, September 17, s1f. For the importance 
attributed to the etymology of words and names, 
above, n. 7.109. 
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Daphni _ 
The promise of redemption, which the combined images of th 


stasis offer for the churchgoer, is als 
; ) ini (fig 
take up most of the eastern wall of ee ate 







































vision on the lower and more intimate 
© mosaics amare pe ised ee heap ome 
pasha st! s) g them to address directly the 
church.°s This is reinforced by their size and position in the eastern part 
ing the congregation. Moreover, their symmetrical position on either side 
arm of the church formally allows them to function as its frame immediately 
central image of the Pantocrator in the dome. ‘. 
In all these respects the Crucifixion and Anastasis mosaics at Daphni follow 
principles of distribution as they do at Hosios Lukas. They are part of a chris 
cycle, which decorates the higher parts of the church and which continues with 4 
and semi-independent Passion cycle at a lower and more intimate level not too far a 
the eyes of the approaching faithful. The two scenes are symmetrically distril ua 
either side of a central image of Christ, and on the east wall, which is immediate 
sible to the entering faithful, formally bridging the north and south sections of t 
At Hosios Lukas they mark the lateral passages into the nave of the church, whi 
Daphni they span the space across the eastern part of the church, which contain 
where the mysteries of the church are reenacted. Thus, the Crucifixion and the 
are allowed to stand guard and introduce the eastern and most important ectul 
of the church, designating the eastern cross arm as the “door’’ to redempt 
ful by bridging the space across it. Though neither of these two images is div 
the christological cycle, their relation to the section of the church where the: 1 
performed stressed the liturgical dimension of both feast scenes. At Hosios L 
the Light of the World, flanked by the images of his Death and Resuin 
entrance to the church proper, the entrance to the “heaves on earth,” wh 
Crucifixion, the Burial and the Resurrection of Christ. be ag 
At Daphni, the same images guard under the all-seeing eye of 
ing to the bema area, where the sacrament of the Buccs 
: Anastasis pair formulates an incantatic 


the north and south cross arms. A 
bility of the tw 


both cases, the Crucifixion- 


% Lazarev, Storia, 194ft., 254 0. 53 with previous 
bibliography. For the layout, Demus, Byzantine Mo- 
saic Decoration, fig, 43a, and Chatzidakis, “Athen und 
Umgebung. Attika und Béotien,” 186f For illustra- 
ons, Diez and Demus, op. cit., fig. 190 
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In both instances, 


church, and her sacraments. ni adds a sacram 











two images to which a Tear links the Crucifixion and the Anastasis as 
of this pair to id pee Fer Ae it typifies “the place where Christ was bur- 
image of the Entombment, 


e1ms 
Ptich set forth the true bread fro 


‘aes el ‘ 
a. of these two images at Daphni as guards, frame and introduction to 
mystery of the Eucharist may be veriiea’ ; 
‘small church in Veroia painted By ae id ee facing each other on the north and 
the Anastasis are set in especially designee’ od jal Bamnine device stresses the traditional 
south walls of the church." he "Seba = J the space of the church. The framed 
association of the two images with each other aeons ; au? eee hile thefermine 

resentations of the Crucifixion and the Anastasis are close os ni : ae , ung 
BE cer asealed-down echo of the bema arch on either side of the apse. Thus the 
‘eastern section of the church produces a compos} 
than the lateral. The central arch contains the bema, wh 
images of the Crucifixion and the Anastasis. The three are read together, Ube triple 
arches, along with their content. Iconographic means are also used to suggest forcefully 
the joint reading of the apse, the Crucifixion, and the Anastasis. 

The blind arches of the Crucifixion and the Anastasis are each preceded to the west by a 
door. The doors define this part of the lowest zone as a self-sufficient unit symmetrically 
arranged on either side of the apse. The iconographic unit consists of a military saint stand- 
ing to the east of each door, followed by the framed representation of the Crucifixion and 
‘Anastasis on the north and south walls. These are followed by two ecclesiastical saints on 
‘each wall, by more ecclesiastical saints on the face of the bema arch, and by two Fathers of 
the Church on each half of the lower zone of the apse. The high point on this horizontal 
‘Aconographic composition is the window in the center of the apse, which sheds its allegor- 
‘Acal light on the altar, the ultimate focus of the entire arrangement. 

In this arrangement, Whose liturgical message is clear, the Crucifixion and the Anastasis 
are taken out of their proper sequence in the christological narrative of the upper zone and 
! ible on the lowest zone framed by special monumental arches, which echo the 
arch. The liturgical Message of redemption thus returns from the bema to the nave 
a 4 traditional pictorial pair a role as the 
“ude to the mysteries enacted on the altar, Ev 
g of the Crucifixion and the Anastasis contribu 
ere Christ was buried and on which is set for 


m heaven, the mystic and bloodless sacrj- 


fied by the treatment of these two scenes in the 
15 (figs. 87, 88). The Crucifixion and 






























tion of three arches, the central higher 
hile the lateral arches contain the 


narrative, theological, and litur- 
en more directly than at Daphni, the 
tes to the analysis of the altar as “the 
th. . . the mystic and bloodless sac- 


\ - fourteenth-century date of the church 


S| Xi an in Veroia, the compositional rela- 
s xion-Anastasis pair to the bema 


area and the sacraments performed 


98.385. Mango, Sources, 142. 


® Pelekanides, Kaddcépyns. 14, pls. 5, 8f. 
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therein reflects the layout of the co mdi 


consequently interpreted as parallel expressions of the same int 
ion-Anastasis pair as a sacramental, liturgical, theol cate whi 
and his church as the means and ends to redemns ant ag: 
One aspect of this interpretation is that it eile of the: r 
mosaics. As Belting noted, the Crucifixion and ienkiats Daphni ; me ‘d 
middle of the wall space of the north and south sioaeaee | 
are instead pushed closer to the center of the church dsceslyeet 
Moreover, they are on the lowest and most intimate era of Getic 


tures are comparable to the positions of the same two scenes in the 
rated by Kalliergis. i 































Another aspect of the Daphni mosaics stresses their comparability to the role 
scenes in the Veroia church. Although they are on a rectangular flat surface, 
part is arched and bore a wide marble frame following the outline of the pr 
mosaic frame of each scene, as witnessed by the remnants of such a frame 
saic of the Entry to Jerusalem. As noted by Belting, the use of an affixed. 
would turn these two mosaics at Daphni into monumental mosaic icons. Bell 
pretation is confirmed by the use of blind arches for these scenes in the early fou 
century church in Veroia. 

It seems, then, that the Crucifixion-Anastasis pair at Veroia offers a frugal, ¢ 
veloped, interpretation of the christological and sacramental dimension of the ty 
In this it follows an older tradition in church decoration traceable to the eleventh 
Though the eleventh-century churches examined were not willing to divorce di 
the Crucifixion-Anastasis pair from the rest of the christological cycle as at Vi 
often allowed it to bridge the church space as a mental doorway leading to 
through the church and its functions, adding to ita clear sacramental dimensio 
umental icons near the bema, they tended to become active elements in the ervic 
acts of worship performed in the church. So the Crucifixion-Anastasis pair ni 
ual counterpart of the mystical reenactment of the Death and Resurrection ¢ 
course of the celebration of the Eucharist, acquiring a specific sacramental) 


S. Maria Assunta, Torcello 


The pictorial alliance of the Crucifixion and the Anastasis as a sign ap 
erence to redemption through the sacraments 1s interpreted differently ge 
at Torcello (figs. 89, 58).7 As already mentioned the pene 
above the image of the Last Judgment on the west wall of the : 
ment of these three scenes establishes in a co 
© This is confirmed by the frequent use of the representations of the - 


the two sides of Gospel Bookcovers ata later date. 
* Seen. 6.121. Also Lazarev, Storia, 242, 2719: 234 x 
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mae of Judgment, whose catalyst is the Pas- 

pretation of redemption as # f the dead, offers an understanding of the 

ose vehicle is the resurrection ot >) While neither the historical nor the 
on an abstract theologica (2 i, of the west wall reveal the immedi- 

interpretations of the decoration pros ¢ arrangement.” the architec- 


i hi 
fee ; cedented iconograp? E 
e of inspiration for this Somat! usage explain the re 


the church together will 
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asons behind the syn- 


wall of the basilica comprises (starting at 
st, Christ the Judge, his Hetoimasia wor- 
Js, the Virgin orans praying for the re- 
ption, and the western door of 


¢ vertical ti axis down the middle of the west 
) the crucified Christ, the resurrected Chri : 
shiped by the protoplasts, the weighing of the ae om 
wae 4 i compan ae 
mission of our sins, according to the ac an ete. Which is theend of this axis, 
‘the basilica (fig. $8).” It is hardly accidental that tm 
bapti of the church, where the remission 0 : : 
oe one oss id redemption were effected by the performance of the sacrament 
of the door to Paradise and sould f the Easter Vigil. After that, the newly bap- 
of baptism. robably during the first part of the 

i i by the congregation already in it in order to par- 
‘tized would be welcomed into the church by the congreg: a te 
ticipate in the second part of the Vigil, whose theme was the Resurrection. n all probabil- 

bas d shich led directly from the baptistery to the 
ity, they entered through the west door, which d ) a 
basilica. Thus the program chosen for the decoration of the west wall of the aa ica is most 
likely related to the traditional performance of baptisms in the context of the Paschal Vig- 
ils.74 Proof of this, however, will have to await a separate study of eleventh-century litur- 
gical practices in the Veneto area. This line of investigation proposed to V eneto spec ialists 
is encouraged by the presence of the traditional antithetical parallelism of the themes of 
Baptism and Resurrection in the decoration of the Baptistery of San Marco in Venice.” 

If this is true, then the decoration program for the basilica’s west wall greatly enhanced 
the Significance of the baptisms performed in the context of the Paschal Vigil in the bap- 
‘istery to the west of this door. As noted, redemption was thought impossible without 
“baptism, which was taken to typify the Death and Resurrection of Christ, the cancellation 

eB oa nebichs ypify 
of the original sin, and the renewal of man’s immunity to death. Baptism thus unlocked 
for af man the door to his personal redemption. The west wall decoration reviews allegori- 
aly Process and aims of baptism by illustrating the events typified by it. Here the Cru- 
; illustrates the cause and the Anastasis, together with the Last Judgment, the result. 
have seen in the discussion of the third type of Anastasis, aspects of the liturgical 































f the original sin and the opening 





1s6ft © recostruzioni poligonali,” in Torcello. Ricerche e con- 
cal parallel, seeJohn of Damascus, — tributi (Rome, 1979) 19-23 
‘Sanctum, 2G, 96.637. Here the theme of Above, 175. 
ment is used 1 eet daa * R. Tozzi, “I mosaici del Battistero di S. Marco a 
see ae pr eees Venezia ¢ l’arte Bizantina,” Bolletino d'arte, 26 (1932~ 
e lulz, Die Kirchenbauten 33), 418ff. V. Lasareff, “Uber cine neue Gruppe by- 


thin, 1927), off, pl. 2. F, For- zantinisch-ven "Art 

f evenezianischer Trecento-Bilder, Ar 
(Venice, 1949), t12fl., figs. Studies, 8 (1931), 1-32. 
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celebration of the Paschal Vigil have 
Torcello as a proto-Judgment, which 
ment. As the newly baptized entered 
the first part of the Paschal Vigil, th 
micro- and macrocosmic results of th 
toplasts and promised at the end of ti 
thesis on the west wall would then 


led to the pic 
Prefigures and 








































especially in view of its formal com 
two apocalyptic angels. = 
Thus, the program of decoration of the west wall of S. Maria Assunta To 
pears to blend uniquely a number of pictorial trends and liturgical practices 
vidual architectural layout. The traditional Pairing of the scenes of the 
Anastasis as a cause-and-effect reference to the historical reality of the Death at 
rection of Christ, to its annual liturgical celebration on Holy Friday and Hol 
and to its weekly commemoration in the sacrament of the Eucharist is emplo' 
slightly different way. The message of redemption through the church and its s: 
inherent in the Middle Byzantine pictorial scheme of Crucifixion-Anastasis is expan 
its attachment to the image of the Last Judgment, which often figures on the wi 
churches. The inspiration for this compilation appears to originate in the arcl 
out of this particular church (the position of the baptistery to the west of the 
gether with a standard liturgical practice (the performance of baptism in the: 
liturgical celebration of Easter). If this is true, then the mosaic ensemble partly sati: 
tradition of representing the Last Judgment on the west wall ofa church. Italso) y. 
formed to the use of the Crucifixion and the Anastasis as an abridged reference t 
tion through the church and its sacraments. ‘ 
The iconographer seems to have been aware that this unusual pictorial 
would be puzzling. To clarify the liturgical foundation of the synthesis, hea 
This is the monumental figure of Christ in the Anastasis, who is ceremon 
two colossal archangels and is compositionally interrelated with the epre 
Last Judgment. Size and composition make the figure of Christ the focus: 
But the visual prominence of this figure appears difficult to und iiss: 
tistery does not survive and baptisms are no longer associated with ; 
enth century, however, the monumental Anastasis Christ was undo 
for the faithful in the church when they turned west to face the arr 
procession during the Easter Vigil. Thus the Anastasis apRcars ts 
component of the Easter Vigil at Torcello by virtue of its plac 
text. But this interpretation can be confirmed, rejected, or F 
with a specialized study of the liturgical practices sure 
the eleventh- and twelfth-century Veneto. 


Positional alignment with the Last Ju‘ 
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A : raphic tendencies of the 
; «versified the iconog' é he 
century consolidated te : eet: without giving UP id Se ie oe 
“Anastasis, which had appear® passion in the Anastasis by the u © pits 
It stabilized the reference to the s is much more prominent 


i atriarchal cross 18 9 Bt 
archal cross held forth by Cm second representation of the Anastasis in 
ss awkwardly held by 


ist’s hand in the Anastasis at one ne eee of 
C) te, or the nail mark on Christ (liturgical associations, tands in the onde 
his type of cross, which eke tury on as material evidence of Christ sk as- 
j ofthe Anastasis from the scent that effected the passage of mankind from 
naa es ae Be eabal of the victor and the realization of the 
y to freedom, an Batis 
promis of redemption a * epee by its use 
‘context of the image of the Ana 


el leventh century on ce ifie y the mosaic at 
from the . as xemplifi d by t 
: i e miniature in the salter Vatopedi 760. urthermore, by th 
. Phoca s Lectionary, and th Pp: F 


i 5 sly related references to the earth's 
leven! is usually includes closely re ed at 
a Epa: Petts tusion a to Christ as the sacrificial lamb through the per- 
rending in twain at ; 
sons of John the Baptist and Abel. 
- The widespread use of the second type 


tao ditional image. The compositior ing, 
; ee ac: of the raising, of Adam and the trampling of Hades. Christ, 
ing down the importance aising, 


holding the patriarchal cross, leads the way from darkness to Er a si aun o 
earth split asunder as the sun of righteousness—as John of Damascus nae a ae 
known Easter Canon and as John Mavropous stressed in the eleventh century. In ona 
iant, Christ also addresses the beholder by looking at him, encouraging an allegorica 
interpretation for the image. on ’ = 
‘These iconographic and compositional modifications reinforce the historical reality of 
the Anastasis narrative. At the same time, they consolidate its doctrinal balance by recall- 
ing that the performance of the miracle of the Resurrection by the will and energy of 
Christ's divinity became possible through the Passion of his humanity. Thus, the reference 
to Christ's human nature, originally achieved by the addition of the motif of David and 
lomon, the ancestors of Christ and of the reborn mankind,” is now amplified by a num- 
‘references to the passibility of Christ's human nature. 
larly, the liturgical identity of the Anastasis as the feast image for Easter is diversi- 
addition to the expanded use of the independent image of the Anastasis as the il- 
fion of John 1:1ff. and other comparable liturgical texts, the iconography of the Ana- 
saequires a distinct sacramental dimension. This is first encountered in the apse 
of the New Tokali Kilise in the mid-tenth century. The Anastasis functions 
related liturgical levels as a reference to Holy Saturday, and as an allusion to 
of the Eucharist. The extended eycle of Christ's Death and Resurrection, the 
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Daphni, the mimature in the 


in the eleventh century suggests a new interpre- 
n now focuses on Christ's own rising, play- 


™ Above, n. 7.123. 
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resence of the prophets Jeremi —_ - 
$i :8.as a label to the Acta ae Ezekiel on the’ 
tion of Holy Saturday. The distri 
cation in the apse of the church are pri 
ramental aspect. But for the ach 
Anastasis 1s clearly subordinate to 
Both liturgical dimensions of ¢ 
in eleventh-century churches, T 


~~ Primarily responsible for the 
Hho cack Cath aspects of its lit 

e ree 
lista ay pee 
he depavanes : in ss, # 

i of the Anastasis on the ch 

he Crucifixion as a synopsis of the cycle o 
Pairing of the iconography of the Cruci 
Saresult, the Anastasis gains in pictorial promis 
leployed in cleventh-century churches as a picto: 
Principles as its architectural context and its typolo 
and the Anastasis occupy lateral Positions of. equal value in 
oration, corresponding to subsidiary architectural units.as: n 
al subdivisions. They consequently flank a core section of thi 
analysing its formal arched shape, framing it as two mutually complementary 
equal importance.7? Their frequent association with the eastern side of the church in 
their visibility while connecting them with the formal function of the church, At F 
Lukas, this pictorial pair and the image of Christ are also appointed as guardia s 
church and its mysteries through its direct association with door symbolism. 
the Crucifixion and the Anastasis demarcate the eastern cross-arm of the church 
giving shape to a pictorial gate leading to the most sacred part of the church. Tht 
feast images for Holy Firday and Holy Saturday used to analytically introduce the si 
icance of redemption through the church and its mysteries. 4 

In these instances, the effectiveness of the liturgical message of the Anastasis im 
pends on its formal context. Its iconography is not perceived as a self-sufl ‘er an 
unit whose narrative and theological content may be superseded. The way itis u 
cates and defines the liturgical layer of its identity without ever divorcing it from 
tological story, turning it into an active exegetical element that at timesiseel cS | 




































and Resurrection, echoing the 
Marys in Early Christian Art. A 
elliptic pair is judiciously depl 
that adheres to the same 
ingly, the Crucifixion 
est zone of church dec 
of major architectur 


well as participate in the church ritual. 

Though the Orthodox Church has considered Easter as the feast of fea: ; 
liest times,’ the corresponding image was never divorced from its nan 
projected as the image of images. Throughout its development, it mau 
rative value as an integral part of the christological story: Assuch, itac 


of the twelfth century, as 


” The representations of the Crucifixion and. the 
Anastasis similarly confront each other on the west= 
erm arch of the central dome in the Church of San 
Marco in Venice, on the north and south walls of the 
Chapel of Hagia Trias at the Chrysostom Monastery 
near Koutsoventi Cyprus, dating from the beginning 
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and liturgical reality of the christolog- 
me without affecting the foundation of 
f the Resurrection to the faithful who 
conditioned as they were to syn- 
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ntributing to the historical, © ; 
Th emphasis changed from time t© ‘ : 
vy as a direct visual demonstratio sian 
‘own regeneration and greatly rejore 
nd decipher its various messages-” 


i 2, lines r2s7ff- 
» Joannes Euchaites, PG 120.113 
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Examination of the image of the Anastasis has howe = 
| that 


tricably tied with that of the christological theme of the Death of 
Resurrection of Christ following the defeat of Death and the r: 
from the dead had formed Part of Byzantine theology and li 
Christian period. However, its pictorialization Was consistently circumyen 
a result of the christological difficulties inherent in the representation. 
Christ—the perfect God and perfect man—at any moment during his Deat 
was undoubtedly dead at the moment when he trampled Hades and took k 
hand in the underworld amid his dead ancestors, the patriarchs, the prophe 
anonymous dead, while his body was lying soulless buried in the tomb. 
The definitions added to the doctrine of the two natures during the seventh 
ically altered the attitude of artists. The defense of the Orthodox position. 
physites, Theopaschites, and Monothelites produced arguments that focused : 7 
of the passibility of Christ's human nature in conjunction with the impassibilit 
vine nature as shown by the various facets of his death, which started on the. 
ued in the tomb and the underworld, and ended with the Resurrection. Thei 
terest of the seventh century in Christ's Death is reflected in the growing pi 
the apocryphal, homiletical and hymnological literature with the theme of 
Christ, his defeat of the kingdom of Hades and the ensuing resurrection ofthe 
guments that the theme of Christ's Death afforded for the Orthodox position 
tioned by the Sixth Ecumenical Council and contributed to the formulation: 
the Council in Trullo, which enhanced the liturgical importance of the year 
commemoration of the Resurrection as the ultimate guarantee of salvatio 
thodox. Pe 
A populist contemporary line of Orthodox polemics, which also ; 
Christ's Death, advocated, furthermore, the aggressive use of the p 
Weapon against various heretics. This 1s attested by the Hodegos oft 
whose author firmly believed in the invulnerability of the * vei 
mate effectiveness, even above and beyond the word of the sie ‘ 
thers. This permits a partial reconstruction of the reasons that : 
datory, the illustration of the theme of Christ’s Death, of which ; 
forms an essential part. Given the limited objectives of eis ay 
author, who used christological imagery as a Weapon Le, 
Originator of this aggressive use of images. It ismare , 2 
ticipates methods, themes, and jargon that bees 














































CONCLUSIONS : 
to enlist art in the service of the 


ve m reflects a broader sh eee tendency 
nd its current doctrinal strugs'<>- 
' sestion is supported by the well-known Canon 


‘ bolical re: : 
His - Po iish Fe, isa) death and the redemption which 
“His life in the flesh, 1 i 


"Thi on, which employs the pictorial arts to buttress 
crued to the world.” This can nd Death immediately after the condemnation 
istoric of Christ's person, a. say evidence of the growing official interest 
eee ahem + Sal word. Canon 73 of the same council decrees 
Seale 4 cn ee sould not figure on the ground.’ The reason is that the 
that the representation 


e steppe Instead, “reverence should 
image o ‘tory’ should not be stepped on. 
be: orang ee and through the senses,” a phrase which anticipates the 


be paid to it in mind, aniapee ason, heart, mind, mouth, in writing, 
~ concept of a total confession 0 Bey t 
and in images) developed in the 
creasing importance of images for 
Canon 100.5 Here all corrupting images 
sion—along with the other senses of the bod 7 
church categorizes images in terms of their desirability. Desirable images are formally 
adopted and promoted by the Chruch, which regul 
able images are not only censored but excom municated. ; 

It would seem that the seventh century witnessed a broadening of the interest in and ac- 
ceptance of the visual arts by the official Ghurch, which actively patronized them so as to 
align the aims and functions of images with those of the Church. One result was the use of 
images in seventh-century church polemics. These focused on christological issues whose 
definitions revolved around the Death of Christ. The use of this theme in seventh-century 
‘christological disputes, coupled with the official enlistment of the arts by the Church ona 
canonical level, was probably responsible for the admission of the subject of Christ's 
‘Death in the pictorial arts of the late seventh century in the shape of the representation of 
the Death of Christ on the cross, the Entombment of his soulless, sightless, and speechless 
“corpse, and the Anastasis from Hades through the will and energy of his divinity 
The three pictorial themes of Christ dead on the cross, the Entombment, and the Ana- 

ret not the result ofa single concerted effort, but rather the result of parallel efforts 
rend: These Were integrated into the pictorial cycle of the life of Christ with 

- fajudge by surviving pictorial and literary evidence, becoming the nu- 
cycle of Christ's Death and Resurrection. The Iconoclasts toned down the 
Death and Resurrection.® Then the post-Iconoclastic period brought it 
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f faith (through the re 
post-Iconoclastic period.+ C E : 
r the Church, whose attitude is further confirmed by 
are excommunic 
y—easily reaches the soul. So the official 


*anon 73 also reflects the in- 


ated, because the sense of vi- 


ates their development, while undesir- 


240, * Mansi, 11.977. 


in the Synodikon of Orthodoxy. 


* Mansi, 11.985, n. 3.51 
*B. N. Yiannopoulos, Ai xpurrodoyixai avtt- 
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CONCLUSIONS 
back particularly using the theme one USION 
images. Accordingly, Christ's circa t 
turn, ensured the salvation of maiden a ty was base 

The Iconophile emphasis ; 
nee) on the soteriolog;, Wher sy 
tion of Christ’s Death and Resy ee rather chy 
sivas Deaill : Trection caused the 
Christ's Death and Resurrection to flours correspo: 
MO se © Hourish. The scenes of 
entation were added to the late seventh-c tury pi ‘the i 
clastic period also experimented with weet i Ric a re 
matured after the end of the ninth centy OPC eit 
ilarly, at least one Icon i ty as the third and second \ 
arly, 2 ‘ ophile party showed a 
owed extreme willingness to confront 
y producing the theme of the Bodily Rising of 
t nt was rejected by th d dale Bosanehy 
hoy: which peererne : ms 'y the standard Middle Byzanti 
phy, which preferred to limit depiction of Christ's Death and Resurrection:to 
a ae wiciiee. = by human beings whether alive or dead, So the emphas - 
ological interpretat ages} a + oe a 
; i i “ a Coe in a post-Iconoclastic times helped consolid 
2 : of Christ's Death and Resurrection in the pictorial i 
zantine period. ‘ a 
The earliest surviving examples of the Anastasis, which apparently matet 
latter part of the seventh century asa response to heretical attacks on Orthodox 
ogy, are characterized by a dramatic iconographic nucleus: Christ has justo en 
Lord of the Underworld and is concentrating on raising Adam the protoplast 
sarcophagus. The early examples describe the divinity of Christ and the dei 
of his action, the resistance of the muscular earth god to him, as well as the: 
Adam, the final objective of all the action. But they consistently exclude variou: 
details from the image, such as the topography of the event and the reactions: 
ary actors. The image concentrates on illustrating Christ's person at a moment 
phase of his Death, when his perfect human soul, united with his perfect 
effected the miracle of the Resurrection after defeating Hades by the power of} 
while his perfect human body, united with his divinity, was lying dead in th 
image, therefore, provided solid pictorial proof of the perfect will and 
divine nature, as distinguished from the perfect will and energy of his - 
Surviving evidence does not allow us to associate the birth of this ico 
known literary text, since more than one text reflects the core of the imi 
age omits vital elements of the corresponding texts. The pseuestas 
early representations of the Anastasis, coupled wath the church’s long f 
story of the siege of Hades, dispensed by the latter part of the's 
need for a continuous narrative. Extended narratives neki < 
mus, and the Holy Saturday Homily of Pscudo-Epit ‘ 


Christ’s own Resurrection b 
the tomb. But this experime: 
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‘evidence broadly confirm 
mit the beginnings of the image @ 










hat the Anastasis first appeared in the East. Burit 
ea obe geographically pinpointed. The Roman 


pl da Pi I n VII (70 —707), and seen as reflections 
am, es tin, ificate of lope ‘oh I ( b) 
nple: ig from the pontifi 


: istic trends by Nordhagen, are 
: an iconographic and stylistic aks fot 
_ of contemporary Constantinopolitan iconog eats ofthe Anastasis. The redating of the 


_ ae ee representa a ee 
the only evidence for the early eastern rep the ninth century alters the identification 


2 - ter of z 
ay  cscim tp: sich was also known in ca. 700. T he Fieschi 
on 1 al Ss. : 


ent of the firs > of Anastasis, which is 

Mor is | in fact a development of the first type © 

| eahalananant Be is, a type that continues throughout the Mid- 
en i. 

na dle Byzantine period in the East and in Italy. ng 

__ Pictorial antecedents of imperial triumphs probably a 

 enth-century image, which illustrated the Christian triumph over death. These models, 


which can be traced back to the fourth century, also reflected imperial practices still in ex- 
istence in the early eighth century, and thus offered to an extent relevant and acceptable 
pictorial models for adaptation to the current needs of the Church. 

Contrary to the image of the dead Christ on the cross, whose acceptability remained 
under dispute well into the eleventh century, and to the iconography of the Entombment, 
Which was not canonized as an essential part of the christological cycles of the Middle By- 
zantine period, the image of the Anastasis was established as a vital part of christological 
eyeles soon after its appearance. The historicity of the event represented was thus consol- 
idated pictorially, though its narrative did not draw on the Gospel narrative. The effec- 
tiveness and immediacy of the new image were mainly responsible for its wide acceptance 
asa pictorial reference to the Resurrection. In contrast to all previous iconographic circum- 
Jocutions, the Anastasis included the person of Christ, and could, therefore, give proof of 
important aspects of the christological doctrine, while affirming the soteriological signif- 
_icance of Christ's Death—his “voluntary humiliation,” as Sinaites puts it.® 
Throughout its subsequent development, the Anastasis continued to be recognized as 
Pictorializa eo ha ofa part of the life of Christ, whose historicity was never doubted, 

OS aia Tepresentation was disputed. The theological interpretation of the 
also remained stable, from a christological and a soteriological point of view, 
aspects were elaborated and refined in time. i 
tg camis emphasis te instrumentality of Christ's ating 

divinity, which took Etats 1S an demonstration of the willan 
iconographically Pian _ hrist s humanity was divided oe 
W¥6.89.337.220/ Uthemans, 1 5 early ninth century through the ad- 
nn, 13.8.93f., 13.5. 31. 
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co 
dition of the motif of David and Solomon as ar 
presence of the two kings asserted the historical re 
statement was reinforced by the addition of man: 
fully alluding to the sacrifice of Christ's humanity. Then Force 
zantine version the historical reality and the 
Christology of the standard image of the Anas 
agreement the pa of the two natures, 
The soteriology of the early ej = ‘ 
elaborated and wend aise pes ee 
‘ quent development. Both icon 
positional means were used to focus the image on the raising of Adam 
as an act of rescue. To this end, the importance of the struggle benwiel CI 
was iconographically reduced by the early ninth century. Hades either lay 
ground incapable of any meaningful resistance to Christ’s power, or he was 
out. There was also an interest in illustrating unpleasant aspects of Hades, Its d 
stressed, and it was occasionally identified as Hell by the addition of fires and 
siecta membra in the tenebra in Italian works. The broken doors, keys, bolts and 
many eastern representations of Hades from the ninth century on contributed 
ognition as a prison from which Adam was rescued. This prison was located 
abyss inside the earth which, by the eleventh century, was shown rent asunder, 
natural passage through which Christ led Adam out of Hades in a new Exodus ot 
land of Pharaoh. The contrapposto of the mature second type demonstrated 
personally led the way out of Hades. Thus, the focus of the image shifted once 
time from the raising of Adam to the rising of Christ himself as the sun of 
from death to life _ 
The shifts of emphasis between the early eighth-century examples, the nin 
examples of the first type of Anastasis, and the mature Middle Byzantine v 
second type of Anastasis show that the earlier examples concentrate on the 
potential of the image, while its later developments are more interested in its: 
message. The growing pictorial importance of references to the Passion of 


rete 


Passibility o} 
tasis was conscioush 


this idea. 
The first allusion to the Passion is seen on the silver reliquary cross. 


824), in which Christ holds a cross. By the end of the ninth century andt 


the tenth the cross is a motif known to the first type of Amastasis; Ss 
ds. The awkwardness with 


changed for the stigmata on Christ's han . 
the cross while eaae to lift Adam up in the ieee shad! 
symbol was a recent addition. By the eleventh century the:cross} 

tal patriarchal cross and a dominant feature ce a 
shared the focus of the mature Middle Byzantine image with th 
who held it forth as the instrument that helped open 
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the figure of the Bapust an 


ad guest : f Adam and the risin 
oo . ar demonstrates the rescue © E 
conoclastic image, therefore, ee 


E ist’s Passion. The insistence of 
Sas F fe possible by Chris Bee ees 5 
hile insisting that sepa ns humanity ensured the salvation of man- 
} sean 3 - caus of Christ's Passion in the Anastasis into so- 
pumpecthe es cial emphasis of the image shifted from an affirmation 
‘eriological guarantees. The the 


of ‘ct’s divinity to an assertion O} 
of the power of Christ's divinity ¢ REREE Beane Ainattasis chose toem 

this vis chri i i i e-makers of the Middle Byz ne hose to ¢ 
thi christological basis, the imag 


3 : F salvation from the bonds of death, fo- 
phasize the Passion of Christ as the instrument of 
3 ; ; of the image. 
7 eusing on the soteriological content : 
” i ical interpretation lent apocalyP é 
The soteriological aKELDUCE f the fenebrae as Hell and especially in the third type of 
Anastasis, as in the interpretation of the fene bas = : . 
, =a -Judgment. The official linking of the 
: ction as a proto-Judg 
‘Anastasis, which portrays the Resurrec : : 
é wrk a F ine of salvation through incarnation 1n the Second Council 
theory of the icon with the doctrine of sa a BP cl internvarsee 
. 5 “nce J | OgIca - “ta 
‘of Nicaea was probably responsible for the prevalence of the sote 2 : : * r Stanon) 
of the post-Iconoclastic image. The first evidence of this interest is the addition of the motif 
of David and Solomon, Christ’s human ancestry, which first signals the importance of the 
incarnation for this iconography. , ? 
The historical identity of the Anastasis was not canceled by any of the developments of 
* alg ‘ ; » Similarly. the fully developed soteriological message 
the theological identity of the image. Similarly, the fully developed f g 
Of the eleventh century image in no way contradicted its christological content. While the 
focus of the image shifted, each of its identities complemented the others, expanding the 
limits of the iconography. This was also true of the liturgical identity of the image, whose 
traces are plentiful from the ninth century on, and whose variations reflect the structure of 
the liturgical functions of the church. 
The representation of the Anastasis becomes before the end of the ninth century the feast 
_ image for Easter, that is, a pictorial reference to the liturgical celebration of the Anastasis. 
An effort to understand the dimensions of this identity has to take into account that the 
modern art historical term “feast image” restricts the liturgical interpretation of christo- 
Togical imagery to one liturgical event, In this instance it restricts the liturgical identity of 
‘Image of the Anastasis to the liturgical celebration of Easter. But the miracle of the Res- 
; n was not only commemorated on Easter Sunday. 
Passociation with many liturgical functions 
le of the image of the Anastasis. 
he Anastasis as a Pictogram for the 
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Its fundamental significance 
, and this naturally broadened the 


most important feast in the church cal- 
eres. Most important was that the image also came tore” 
L of this feast. Easter celebrated annually the multifaceted 
Ing. However, the same event was ci 
ist. This led to the addition of a 5 
with the Eucharist performed on t 


ommemorated in the weekly cel- 
acramental dimension to the ico- 
he altar. The performance of bap- 
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tism during the Easter Vigil expanded the sa . 
image was integrated into the ]j : : es 
ate of the sal theme. = a ii hurts cn : 

In its liturgical guise, the Anastasis Ww 
the paschal theme reinforcing its impor 
was similarly used in the liturgical bo 
ments.” However, the Anastasis was n 
the portrayal of prophets, whose readi 
comparable to the image of the 


4s used in church decoratior 
tance in the liturgy and type 
oks of the church, and pro 
ot the sole pictorial reference to 
ic ngs were used on Holy Saturday an 
Nastasis, gi 

context that is primarily responsible for defigaketre et ea 
pairing of the Anastasis with the image of the Baptism offers shbneell ‘ 
parts of the Easter Vigil. Its pairing with the Crucifixion often serves as = 
yearly and weekly reenactment of Christ’s Death and Resurrectiond ii «Hal W 
in the liturgy of the Eucharist. Its use as an illustration of texts fo aa rie 
celebration (John 1:1ff., The First Easter Homily of Gregory NaS 
hymns of Gregory, Ps. 81:8, etc.) renders ita pictorial reference to Easter, while 
lustration of texts used in celebrating the Eucharist (as with the liturgical rolls) it 
minder of the paschal theme in the service. 






tes 


In addition to context, specific iconographic amendments to the image contribr 
liturgical identity, even though they also contribute to its christological and soter 
content. Abel and the Baptist, who allude to Christ as the sacrificial lamb, are 


lar, since he can recall the association of the image with the mystery of the E 
the mystery of Baptism. Likewise, all references to Christ's Passion stress the Sacrar 
aspect of the iconography. So, the liturgical identity of the Anastasis and its app! 
are as broad and various as the use of the paschal theme in major services and 
the Church. The same is true of the theological content of the image, whose 
and soteriological aspects harmonize with the doctrinal significance of the then 
feat of Hades, the raising of Adam and the rising of Christ. 

We can sce that the iconographic evolution of the Anastasis closely fo 
multifaceted theological and liturgical identities. The mature Middle By 
raphy uses the same basic pictorial vocabulary as the earliest known ¢3 
Adam, and Hades or his kingdom, and usually—though not nece 
modifies this vocabulary and its composition, discreetly adding motifs th: 
, owever, none of these additions an 
ts narrative conten 
f Hades and 


ological and liturgical potential. Hi 4 
torial vocabulary or revolutionize its appearance oF} 
angelic host which accompanied Christ in the siege © 
tion between Hades and the Devil do not become part oft 
which remains extremely economical, shunning unnecessary 
carlier practices when 
713, 260, 261. 


® Symceon of Thessalonike is probably reflecting 
phy of the Anastasis for the epigonation. PG, 155-412. 
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: é ; do not produce three 
«1 dontities of the image : 
cal, theological, and liturgical Sees nage Asa result, the modifications 
hi ale o - : 
; » related perspective Views Bs of the eleventh century are in agreement 
ns to the iconography up to the en Je, all actors added to the pictorial core of 
dentities of the image. For yee of Adam. The Baptist is the best 
hex ‘he time 0 : ea 
jaze were already dead att he had been the precursor of Christ not only on earth but 
: According to tradition, her respects the historicity of the paschal theme. The 
‘Hades as well. So the iconographer res . pet ical content, as well as 
Bbiieaheonsesnplemens the image’s christological and oan cab fa he a as 
f ke! ore en- 
i ‘etic and baptismal dimensions. In this way, care 1s take : ae: 
‘its eucharistic and baptism dict or cancel out each other, and along with them the truth 
tities of the image do not contradict or d into an economical pictorial unit whose 
of the i Instead, they are orchestrated into @ 
of the image. reds of the image's historical, doctrinal, and 
do-narrative character responds to the needs 
P , . he historical, doctrinal, and liturgical aspects 
liturgical aspects. These are integrated into the} : 
' ictorially. 

of the paschal theme, which they express pictor ‘ ee 
' The analysis of the birth and growth of the image of the Anastasis doe s not lead to the 
identification of three independent interpretations of the iconography. It offers a spectrum 
analysis of a broad range of interdependent concepts which overlap and form a continuous 
sequence which can be again synthesized into a uniform entity. The prism through which 
this entity is processed is the historical, doctrinal, and liturgical reality of the Church itself 
These three interdependent expressions of the Church are the context and the clues to the 
‘standpoint from which the individual examples of the iconography should primarily be 
‘considered, The clues and the context vary with the standpoint from which they should 
be regarded. As a result, the message of the individual image remains flexible and capable 
‘of growth within the framework of the Church’s evolution, its interests, its theory and 
Practice, buildings, books, and other relevant aspects. 

Although the iconographic core of the Anastasis remains largely static, the image con- 
— growth, which is integrated into the aims and functions of the Church. By the 
end of the eleventh century the Anastasis is 
the paschal theme. It becomes an activ 
Iconoclasm demanded of its follower 
heart, mind, and mouth, in writing, 
% to become an important thread in th 







































4 pictorial confession to the complex truth of 
€ part of church worship, which after the defeat of 
$a “total” confession of faith: with one’s reason, 
and in images, The image transcended its own limits 
e fabric of the Church. From this position, the image 
ae Seed to it, as ordained by Iconophile theorists. The 
a P eras e liturgical transformation of the iconography, which made 
paaeverence to the image of the Anastasis as a ; 
¢ Hon, since both fully mirrored the actual event, 

ees ofthe liturgical identity of the Anastasis date from the ninth 
bts afthesracits ninth-century evidence suggests that the trend 
Blisypothesis. This comes gan) AAP Hes: there is only indirect 

, the icon at es Sian F he! two eighth-century representations 
@ fresco in §. Maria Antiqua from the 











cceptable as celebrating the miracle of 


a, 











CONCLUs| 


‘Both these en 
Cross) show streams , 
€ detail has sacramental 
tic chalice, a ritual that y 
nee of this liturgical allusion ir 

hrist dead on the cross. : 4 


time of Pope Zacharias | (741-752). 
dead, and the latter alive, on the 
Christ’s wound. This iconographi 
of wine with water in the eucharis 
the Trullan Council.'' The prese: 
the Crucifixion which depicts C 


iconography of the Anastasis also Started exploring its lit ‘al 
century, given that both the representation of the Anastasis ee Cl] is 
were parallel responses to comparable contemporary church cen 
interpretation is the fact that the story represented by the Asatte 
through liturgical, homiletical, and hymnological channels before its 
of the church. The inference is that the broad approval of this subjectin thet 
text of the church was apparently responsible for admitting this ext 
christological cycles—the first of the kind to be officially accepted. 
We can interpret the use of the Anastasis in christological cycles as the first 
dence of the opening up of the cycle to liturgical influences. This is not to say 
stasis enters christological cycles as a “feast image,” but only to suggest that 
as an organic part of the christological cycle implies the opening of the cycle 
based on and distilled through the services of the church. If this is so, the pi 
Anastasis in christological cycles of the early eighth century, coupled with the sa 
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the cross, suggests that the christological cycle began to experiment with the li 
tential of individual scenes in the eighth century. The fact that the iconograp! 
Christ on the cross met with a different degree of acceptance from that of the 
continued to be disputed well into the eleventh century cannot alter the eviden 
liest examples, which date from the eighth century. It does, however, 5 
liturgical transformation of the christological cycle was not the result of a single) 
matic effort, but the cumulative result of experimentation with individual scen 
The study of the historiated reliquaries of the ninth century and the Church, 
has, furthermore, permitted interesting observations about the develop 
logical cycles. These works establish that the ninth century used an ab b 
logical cycle whose subject selection makes it a link between the synoptil 
cycles of the seventh century and the standard Middle Byzantine feast cy 
latter is also a synoptic christological cycle, whose selection of scenes is 
liturgical consideration, which can vary from case to case. While aspects © 
tury cycles similarly reflect the liturgical identity of some of its indi i" 
been possible to trace comparable features in the seventh oe 
though both seventh- and ninth-century versions are invested fe 
cistic powers. Moreover, all three cycles exclude the miracles of ( 
‘© Weitzmann, Sinai Icons, 1, 10. 8.35, P63 S.with pre 
“ Mansi, 11.9566. 
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i Christ. A separate 
and the Passion of 
on themes from the reise will contribute to the understand- 
; rary, ene sen = f the synoptic christologica] 
ess of evolution and liturgies! ©” 
seventh to the eleventh centuries. re ints pro Sdemof thie needeae 


: F to b ae 
phy of the Be ha development of its outward pictorial features 
; Leearoniet Bees of theaims and principles of the Church. By the 
nterwoven Wi je de 


i edi he complex reality of the 
i on integrated into t } 

Z tury, the image had bee ; : : st el 
peers Li its historical, theological, and liturgical truth by pictorial 
Eten ates hie and complex, thanks to the economical pictorial vo- 

aeaenin panei For the untutored Christian, it was a potent illustration of 
7 Christ's willingness and ability to perform the miracle of the 
promised redemption for everyone the spectator included. For the learned theologian, the 
ee i ic ic and macrocosmic review of the 
__ fepresentation of the Anastasis was also a microcosmic ‘ ; 
7 christological and soteriological doctrines as well as the services of the Church which en- 
capsulated them. Indeed, the commensurability—the symmetria—of all aspects of the ma~ 
‘ture Middle Byzantine Anastasis prove it to be a rich, sophisticated intellectual product of 
Byzantine art employing a deceptively frugal pictorial vocabulary, which, nevertheless, 
tendered the image meaningful and attractive to Christians on all levels. 
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109, 113, 119, 122, 
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stabbed, 13, 6577, 75, S6ff., 
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136, 224; inscriptions, 4£, 22-24, 
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27-39, 60-04, 67, 70-B1, 84-87, 
gaf., 97, 24h, 126, 138140, t4g- 
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203. 20§-214, 224-226, 227-236, 
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codemus, tof, 14~16, 20f., oat, 
7a, 75n109, 77, 85, 87, BAN30, 
Son32, 140, 172, 176, 184, 229 
Aguilela, 167 
1 69, 9S, 100, 102, 1o4, 121, 
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Chairete, 21, 31f., 60, 10118, 102, 
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christological cycle, 16-18, 20f. /-a8— 
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113, 124, 143, 147, 150f., 167, 
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tion cycle, 20-22, 28-33, 38f., 67, 
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165=1 185, 217: 1, 224f., 228 
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rophores, Nativity, Pentecost, Pre- 
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Three Days Before the Rising of 
Christ, Transfiguration, Visitation 


christological doctrine, 35-39, 40-67 
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$3-36, $0, 61, 63, 66f., 81, 127 
137n45, 138, 170, 230; Death and 
Resurrection of Christ, 4, 20f., 33f., 
36-38, 63f., GOf., 67, 77, 1386, 142, 
149, 230; Entombment, 10, 40, $2- 
$7, 60, 63, 66, 77, 142; Incarnation, 
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and energy of Christ, 37, 54039. 
60-62, 67, 71f., 76, 80, 86, 168, 
179f., 185, 224, 228, 230. See also 
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sia, 100n17, 181; H. Sophia, 26n36, 
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Three Chapters (553): Act 9, 36, 61; 
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$7N43, 61, 63, 66, 73, BOF, 96, 227; 
Council in Trullo (692): 3157, 66, 
73. 31, 96, 201, , Canon 9, 
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Canon 82, s8f., 67, 228; Canon 90, 
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$743, 200n126; VIlth Ecumenical 
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'12nst, 121; Stavroproskynesis, 
Feast of, 148f.. 206. See also Ana= 
stasis, Anastasius Sinaites, Crucifix- 
ion, reliquaries 
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226079 
John of Thessalonike, 72 
Jonah, 26-28 
Justinian Il, 5743, 64169 





12, 15, 741104, 139 





K 


Kalliergis, see Veroia 

Kastoria, Hagios Stefanos, 84no, 156; 
Mayriotissa, 155 

Katskhi icon of the Saviour (Georgia), 
foony, 1130, 115 

Kiev: City Museum of Eastern and 
Western Art: no. 113, icon of John 
the Baprist from Sinai, 173; Hagia 
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223. See also soteriological doctrine 
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